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PREFACE 


THIS book is intended for all who feel in need of some first orientation 
in a strange and fascinating field. It wants to show the newcomer the 
lie of the land without confusing him with details; it hopes to enable 
him to bring some intelligible order into the wealth of names, periods 
and styles which crowd the pages of more ambitious works, and so to 
equip him for consulting more specialized books. In planning and 
writing it I thought first and foremost of readers in their teens who 
had just discovered the world of art for themselves. But I have never 
believed that books for young people should differ from books for 
adults except for the fact that they must reckon with the most exacting 
class of critics, critics who are quick to detect and resent any trace of 
pretentious jargon or bogus sentiment. I know from experience that 
these are the vices which may render people suspicious of all writings 
on art for the rest of their lives. I have striven sincerely to avoid these 
pitfalls and to use plain language even at the risk of sounding casual or 
unprofessional. Difficulties of thought, on the other hand, I have not 
avoided, and so I hope that no reader will attribute my decision to get 
along with a minimum of the art historian's conventional terms to any 
desire on my part of 'talking down’ to him. For is it not rather those 
who misuse 'scientific' language, not to enlighten but to impress the 
reader, who are 'talking down' to us—from the clouds ? 

Apart from this decision to restrict the number of technical terms, I 
have tried, in writing this book, to follow a number of more specific 
self-imposed rules, all of which have made my own life as its author 
more difficult, but may make that of the reader a little easier. The first 
of these rules was that I would not write about works I could not show 
in the illustrations; I did not want the text to degenerate into lists of 
names which could mean little or nothing to those who do not know 
the works in question, and would be superfluous for those who do. 
This rule at once limited the choice of artists and works I could dis¬ 
cuss, to the number of illustrations the book would hold. It forced me 
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to be doubly rigorous in my selection of what to mention and what to 
exclude. This led to my second rule, which was to limit myself to real 
works of art, and to cut out anything which might merely be interest¬ 
ing as a specimen of taste or fashion. This decision entailed a consider¬ 
able sacrifice of literary effects. Praise is so much duller than criticism, 
and the inclusion of some amusing monstrosities might have offered 
some light relief But the reader would have been justified in asking 
why something I found objectionable should find a place in a book de¬ 
voted to art and not to non-art, particularly if this meant leaving out a 
true masterpiece. Thus, while I do not claim that all the works illus¬ 
trated represent the highest standard of perfection, I did make an ef¬ 
fort not to include anything which I considered to be without a pecu¬ 
liar merit of its own. 

The third rule also demanded a little self-denial. I vowed to resist any 
temptation to be original in my selection, lest the well-known master¬ 
pieces be crowded out by my own personal favourites. This book, after 
all, is not intended merely as an anthology of beautiful things; it is 
meant for those who look for bearings in a new field, and for them the 
familiar appearance of apparendy 'hackneyed' examples may serve as 
welcome landmarks. Moreover, the most famous works are really of¬ 
ten the greatest by many standards, and if this book can help readers 
to look at them with fresh eyes it may prove more useful than if it had 
neglected them for the sake of less well-known masterpieces. 

Even so, the number of famous works and masters I had to exclude is 
formidable enough. I may as well confess that I have found no room 
for Hindu or Etruscan art, or for masters of the rank of Querela, 
Signorelli or Carpaccio, of Peter Vischer, Brouwer, Terborch, 
Canaletto, Corot, and scores of others who happen to interest me 
deeply. To include them would have doubled or trebled the length of 
the book and would, I beheve, have reduced its value as a first guide to 
art. One more rule I have followed in this heart-breaking task of 
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elimination. When in doubt I have always preferred to discuss a work 
which I had seen in the original rather than one I knew only from pho¬ 
tographs. I should have liked to make this an absolute rule, but I did 
not want the reader to be penalized by the accidents of travel restric¬ 
tions which have dogged the fife of the an lover during the past fifteen 
years. Moreover, it was my final rule not to have any absolute rules 
whatever, but to break my own sometimes, leaving to the reader the 
fun of finding me out. 

These, then, were the negative rules I adopted. My positive aims 
should be apparent from the book itself. It tries to tell the old story of 
art once more in simple language, and to enable the reader to see how 
it hangs together. It should help him in his appreciation, not so much 
by rapturous descriptions, as by providing him with some pointers as 
to the artist's probable intentions. This method should at least help to 
clear away the most frequent causes of misunderstanding and to fore¬ 
stall a kind of criticism which misses the point of a work of art alto¬ 
gether. Beyond this the book has a shghdy more ambitious goal. It sets 
out to place the works it discusses in their historical setting and thus 
to lead towards an understanding of the master's artistic aims. Each 
generation is at some point in revolt against the standards of its fath¬ 
ers; each work of an derives its appeal to contemporaries not only 
from what it does but also from what it leaves undone. When young 
Mozart arrived in Paris he noticed—as he wrote to his father—that all 
the fashionable symphonies there ended with a quick finale; so he de¬ 
cided to starde his audience v/ith a slow introduction to his last move¬ 
ment. This is a trivial example, but it shows the direction in which an 
historical appreciation of art must aim. The urge to be different may 
not be the highest or profoundest element of the artist's equipment, 
but it is rarely lacking altogether. And the appreriation of this inten¬ 
tional difference often opens up the easiest approach to the art of the 
past. I have tried to make this constant change of aims the key of my 
narrative, and to show how each work is related by imitation or 
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contradiction to what has gone before. Even at the risk of being tedi¬ 
ous, I have referred back for the purpose of comparison to works that 
show the distance which artists had placed between themselves and 
their forenmners. There is one pitfall in this method of presentation 
which I hope to have avoided but which should not go uimientioned. It 
is the naive misinterpretation of the constant change in art as a con¬ 
tinuous progress. It is true that every artist feels that he has surpassed 
the generation before him and that from his point of view he has made 
progress beyond an\T±iing that was known before. We cannot hope to 
understand a work of art without being able to share this sense of 
liberation and triumph which the artist felt when he looked at his own 
achievement. But we must realize that each gain or progress in one 
direction entails a loss in another, and that this subjective progress, in 
spite of its importance, does not correspond to an objective increase in 
artistic values. All this may sound a Uttle puzzling when stated in the 
abstracL I hope the book wiU make it clear. 

One more word about the space allotted to the various arts in this 
book. To some it will seem that painting is unduly favoured as com¬ 
pared to sculpttire and architecture. One reason for this bias is that 
less is lost in the illustration of a painting than in that of a round 
sculpttire, let alone a monumental building. I had no intention, 
moreover, of competing with the many excellent histories of architec¬ 
tural styles which exist. On the other hand, the storv A of art as here 
conceived could not be told without a reference to the architectural 
background. While I had to confine myself to discussing the st\ie of 
only one or two buildings in each period, I tried to restore the balance 
in favour of architecture by giving these examples pride of place in 
each chapter. This may help the reader to co-ordinate his knowledge 
of each period and see it as a whole. 

As a tailpiece to each chapter I have chosen a characteristic represent¬ 
ation of the artist’s life and world from the period concerned. Together 
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with the frontispiece of this book these pictures form an independent 
litde series illustrating the changing social position of the artist and his 
pubUc. Even where their artistic merit is not very high these pictorial 
documents may help us to build up, in our minds, a concrete picture of 
the surroundings in which the art of the past sprang to life. 

* * * 


This book would never have been written without the warm-hearted 
encouragement it received from Elizabeth Senior, whose untimely 
death in an air-raid on London was such a loss to all who knew her. I 
am also indebted to Dr. Leopold Errlinger. Dr. Edith Hoffinaim, Dr. 
Otto Kurz, Mrs. OUve Renier, Airs. Edna Sweetman, to my wife and 
my son Richard for much valuable ad\'ice and assistance, and to the 
Phaidon Press for their share in shaping this book. 

_) 
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I. RUBENS: Portrait of hissoii Nicholas. DrawTi about 1620. Vienna, 
Albertina 
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2. durer: l ■ A 
in 1514. Vienna, Albertina 



3. MURILLO: Street arahs. Painted about 4. pieter de hooch: ln:cT:cr 
za:h a z:.cma}i peeling 1670. Munichj Alte Pinakothek apples. Painted 
in 1663. London, Wallace Collection 

INTRODUCTION On Art and Artists 

THERE really is no such thing as Art. There are only artists. Once 
these were men who took coloured earth and roughed out the forms of 
a bison on the wall of a cave; today they buy their paints, and design 
posters for the Undergroimd; they did many things in between. There 
is no harm in calling all these acti\ities art as long as we keep in mind 
that such a word may mean very different things in different times and 
places, and as long as we realize that Art with a capital A has no 
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existence. For Art with a capital A has come to be something of a bo¬ 
gey and a fetish. You may crush an artist by teUing him that what he 
has just done may be quite good in its own way, only it is not 'Art'. And 
you may confoimd anyone enjo\"ing a picture by declaring that what 
he liked in it was not the Art but something different. 

Actually I do not think that there are any wrong reasons for liking a 
statue or a picture. Someone may like a landscape painting because it 
reminds him of home, or a portrait because it reminds him of a friend. 
There is nothing wrong with that. All of us, when we see a painting, 
are bound to be reminded of a hundred-and-one things which influ¬ 
ence our likes and dislikes. As long as these memories help us to enjoy 
what we see, we need not worry. It is only when some irrelevant 
memory-makes us prejudiced, when we instinctively turn away from a 
magnificent pictm-e of an alpine scene because we dislike climbing, 
that we should search our mind for the reason of the aversion which 
spoils a pleasure we might otherwise have had. There are wTong reas¬ 
ons for disliking a work of art. 

Alost people like to see in pictures what they would also like to see in 
reaUty. This is qiiite a natural preference. We all like beaut\- in 
nature, and are grateful to the artists who have preser\'ed it in their 
works. Nor would these artists themselves have rebuffed us for our 
taste. When the great Flemish painter Rubens made a drawing of his 
Uttle boy (Fig. i) he was proud of his good looks. He wanted us, too, to 
admire the child. But this bias for the pretty and engaging subject is 
apt to become a stumbling block if it leads us to rejea works which rep¬ 
resent a less appealing subjea. The great German painter Albrecht 
Diirer certainly drew his mother (Fig. 2) with as much devotion and 
love as Rubens felt for his chubby child. His truthful study of careworn 
old age may give us a shock which makes us turn away from it—and 
yet, if we fight against our first repugnance we may be richly rewarded, 
for Diirer's drawing in its tremendous sincerit}- is a great work. In 




16/730 


tact, we shall soon discover that the beaut}- of a picture does not really 
he in the beaut}- of its subjea-maner. I do not know whether the Uttle 
ragamuffins whom the Spanish painter Alurillo liked to paint (Fig. 3) 
were strictly beautiful or not, but, as he 

Introduction 



5. MELozzo DA FORLi: Atigel. Detail of a 
fresco. Painted about 1480. 

Vatican, Pinacoteca 

6. memling: Angels. Detail of an altar. 

Painted about 1490. 

Antwerp, Museum 

painted them, they certainly have great charm. On the other hand, 
most people would call the child in Pieter de Hooch's wonderful Dutch 
interior (Fig. 4) plain, but it is an attractive picture all the same. 
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The trouble about beauty is that tastes and standards of what is beau¬ 
tiful vary so much. Figs. 5 and 6 were both painted in the fifteenth cen¬ 
tury, and both represent angels playing the lute. Many will prefer the 
Italian work by Melozzo da Forh (Fig. 5), with its appealing grace and 
charm, to that of his northern contemporary Hans Memling (Fig. 6). I 
myself like both. It may take a httle longer to discover the intrinsic 
beauty of Memling's angel, but once we are no longer disturbed by his 
faint awkwardness we may find him infinitely lovable. 

What is true of beauty is also true of expression. In fact, it is often the 
expression of a figure in the painting which makes us like or loathe the 
work. Some people like an expression which they can easily under¬ 
stand, and which therefore moves ±em profoundly. When the Itahan 
seventeenth-century painter Guido Reni painted the head of Christ on 
the cross (Fig. 7), he intended, no doubt, that the beholder should find 
in this face all ±e agony and all the glory of the Passion. Many people 
throughout subsequent centuries have drawn strength and comfort 
from such a representation of the Saviour. The feeling it expresses is 
so strong and so clear that copies of this work can be found in simple 
chapels and far-away farmhouses where people know nothing about 
'Art'. But even if this intense expression of feeUng appeals to us we 
should not, for that reason, turn away from works whose expression is 
perhaps less easy to understand. The Itahan painter of the Middle 
Ages who painted the crucifix 


Introduction 




18/730 



-\ :z Hijd ofClaist. Detail or a pamring, about 1640. London. 
Xadonal Gallery 

S. TUSCAN MASTER: Headcf Christ. 

Detail of a crucifix. Painted about 1270. 

Florence, Ufiizi 

(Fig. 8) surely felt as sincerely about the Passion as did Reni, but we 
must first leam his methods of drawing to understand his feelings. 
When we have come to understand these difiFerent languages, we may 
even prefer worics of art whose expression is less obnous than Reni's. 
Just as some prefer people who use few words and gestures and leave 
something to be guessed, so some people are fond of paintings or 
sculptures which leave them something to guess and ponder about. In 
the more 'primitive' periods, when artists were not so skilled in repres¬ 
enting human faces and human gestures as they are now, it is often all 
the more mo\iQg to see how they tried nevertheless to bring out the 
feeling they wanted to convey. 
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But here people are often brought up against another difficult}". They 
want to admire the artisf s skill in representing the things they see. 
What they like best is paintings which look 'like real'. I do not deny for 
a moment that this is an important consideration. The patience and 
skill which go into the faithfiil rendering of the Visible world are in¬ 
deed to be admired. Great artists of the past have devoted much la¬ 
bour to works in which ever\" tiny detail is carefully recorded. Diirer's 
water-colour study of a hare (Fig. 9) is one of the most famous ex¬ 
amples of this loving patience. But who would say that Rembrandt's 
drawing of an elephant Tig. 10) is necessarily less good because it 
shows fewer details ? Indeed Rembrandt was such a wizard that he 
gave us the feel of the elephant's wrinkly skin with a few lines of his 
charcoal. 

But it is not only sketchiness ±ai offends people who like their pictures 
to look 



9. durer: a Hare. Water-colour. Painted in 1502. Vienna, Albertina 
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10. REMBRANDT: An Elephant. Drawn in 1637. Vienna, Albertina 
Introduction 

'real'. They are even more repelled by works which they consider to be 
incorrectly 

drawn, particularly when they belong to a more modem period when 
the artist 

'ought to have known better'. As a matter of fact, there is no mystery 
about these 

distortions of nature about which we hear so many complaints in dis¬ 
cussions on 

modem art. Everyone who has ever seen a Disney film or a comic strip 
knows all 
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about it. He knows that it is sometimes right to draw things otherwise 
than they 

look, to change and distort them in one way or another. Mickey Mouse 
does not 

look very much like a real mouse, yet people do not write indignant 
letters to the 

papers about the length of his tail. Those who enter Disney's en¬ 
chanted world are 

not worried about Art with a capital A. They do not go to his shows 
armed with the 

same prejudices they like to take with them when going to an exhibi¬ 
tion of modem 

painting. But if a modem artist draws something in his own way, he is 
apt to be 

thought a bimgler who can do no better. Now, whatever we may think 
of modem 

artists, we may safely credit them with enough knowledge to draw 
'correctly'. If 

they do not do so their reasons may be very similar to those of Mr. 
Disney. Fig. 11 

shows a plate from an illustrated Natural History by the famous leader 
of the 
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modem movement, Picasso. Surely no one could find fault with his 
charming 

representation of a mother hen and her fluff}- little chickens. But in 
drawing a 

cockerel (Fig. 12), Picasso was not content with gi AA ing a mere ren¬ 
dering of the 

bird's appearance. He wanted to bring out its aggressiveness, its cheek 
and its 

stupidity. In other words he has resorted to caricature. But what a 
convincing 

caricature it is! 



II. PICASSO: A Ht.n tsiih chickens. Illustratioa to Buffon's Natural 
History published in 1942 
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1938 . 

In the artist's possession 

There are two things, therefore, which we should always ask ourselves 
if we find fault with the accuracy of a picture. One is whether the artist 
may not have had his reasons for changing the appearance of what he 
saw. We shall hear more about such reasons as the story of art unfolds. 
The other is that we should never condemn a work for being incor¬ 
rectly drawn unless we have made quite sure that we are right and the 
painter is wrong. We are all inclined to be quick with the verdict that 
'things do not look like that'. We have a curious habit of thinking that 
nature must always look like the pictures we are accustomed to. It is 
easy to illustrate this by an astonishing discovery which was made not 
very long ago. Thousands of people, for centuries, have watched 
horses gallop, have attended horse-races and hunts, have enjoyed 
paintings and sporting prints showing horses charging into battle or 
running after hoimds. Not one of these people seems to have noticed 
what it 'really looks like' when a horse nms. Pictures and sporting 
prints usually showed them with outstretched legs in fiill flight 
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through the air—as the great French nineteenth-century painter Geri- 
cault painted them in a famous representation of the races at Epsom 
( A Fig. 13;. About eight}- years ago, when the photographic camera had 
been sufficiently perfected for snapshots of horses in rapid motion to 
be taken, these snapshots proved that both the painters and their pub¬ 
lic had been wrong all the while. No galloping horse ever moved in the 
way which seems so 'natural' to us. It draws its legs in in turn as they 
come off the groimd Fig. 14). If we reflect for a moment we shall real¬ 
ize that it could hardly get along otherwise. And yet, when painters 
began to apply this new discover}-, and painted horses moving as they 
actually do, even'one complained that their pictures looked wTong. 

This, no doubt, is an exueme example, but similar errors are by no 
means as rare as one might think. We are all inclined to accept con¬ 
ventional forms or colours as the only correct ones. Children some¬ 
times think that stars must be star-shaped, though nattirally they are 
not. The people who insist that in a picture the sk}' must be blue, and 
the grass green, are not ver.- different from these children. They get 
ver\- indignant if they see other colours in a picture, but if we tn A to 
forget all we have heard about green grass and blue skies, and look at 
the world as if we had just arrived from another planet on a voyage of 
discovery and were seeing it for the first time, we may find that things 
are apt to have the most surprising colours. Now painters sometimes 
feel as if they were on such a voyage of discovery. They want to see the 
world afresh, and to discard all the accepted notions and prejudices 
about flesh being pink and apples yellow or red. It is not easy to get rid 
of these preconceived ideas, but the artists who succeed best in doing 
so often produce the most exciting works. It is they who teach us to see 
new beauties in nature of whose existence we had never dreamt. If we 
follow them and learn from them, even a glance out of our own win¬ 
dow may become a thrilling adventure. 
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There is no greater obsucle to the enjoyment of great works of art than 
our 



13. GERICAULT: Horse-racing at Epsom. Painted in 1820. Paris, 
Louvre. 14. The same subject, as the camera sees it, 1948. Photo finish 

unwillingness to discard habits and prejudices. A painting which rep¬ 
resents a familiar subject in an unexpected way is often condemned 
for no better reason than that it does not seem right. The more often 
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we have seen a story represented in art, the more firmly do we become 
convinced that it must always be represented on similar lines. About 
biblical subjects, in particular, feeHngs are apt to run high. Though we 
all know that the Scriptures tell us nothing about the appearance of 
Jesus, and that God Himself cannot be visuahzed in human form, and 
though we know that it was the artists of the past who first created the 
images we have become used to, many are still inclined to think that to 
depart from these traditional forms amounts to blasphemy. 

As a matter of fact, it was usually those artists who read the Scriptures 
with the greatest devotion and attention who tried to build up in their 
minds an entirely fresh picture of the incidents of the sacred story. 
They tried to forget all the pictures they had seen, and to imagine what 
it must have been like when the Christ-child lay in the manger and the 
shepherds came to adore Him, or when a fisherman began to preach 
the gospel. It has happened time and again that such efforts of a great 
artist to read the old text with entirely fresh eyes have shocked and 
outraged thoughdess people. A t}7)ical 'scandal' of this kind flared up 
round Caravaggio, a very bold and revoludonary Itahan artist who 
worked roimd about 1600. He was given the task of painting a picture 
of St. Matthew for the altar of a church in Rome. The saint was to be 
represented writing the gospel, and, to show that the gospels were the 
word of God, an angel was to be represented inspiring his writings. 
Caravaggio, who was a \'&vy earnest and uncompromising young 
artist, thought hard about what it must have been like when an elderly, 
poor, working man, a simple pubhcan, suddenly had to sit down to 
write a book. And so he painted a picttu A e of St. Matthew (Fig. 15) 
with a bald head and bare, dusty feet, awkwardly gripping the huge 
volume, aiLxiously WTinkling his brow under the unaccustomed 
strain of wxiting. By his side he painted a youthful angel, who seems 
just to have arrived from on high, and who gently giiides the labourer's 
hand as a teacher may do to a child. When Caravaggio dehvered this 
picture to the church where it was to be placed on the altar, people 
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were scandalized at what they took to be lack of respect for the Saint. 
The painting was not accepted, and Caravaggio had to tr>' again. This 
time he took no chances. He kept stricdy to the conventional ideas of 
what an angel or Saint should look like (Fig. 16). The outcome is still 
quite a good picture, for Caravaggio had tried hard to make it look 
lively and interesting, but we feel that it is less honest and sincere than 
the first had been. 

This stor\- illustrates the harm that may be done by those who dislike 
and criticize works of art for wTong reasons. What is more important, 
it brings it home to us, that what we call 'works of art' are not the res¬ 
ults of some mysterious activity, but objects made by himian beings 
for human beings. A picture looks so remote when it 

Introduction 

13 



15. CARAVAGGio: St. Matthevj. 





28/730 

Rejeaed version. Painted about 1593. 

Berlin, Kaiser-Friedrich Museum 
16. CARAVAGGIO: St. Matthezv. 

Accepted version. Painted about 1593. 

Rome, Church of S. Luigi dei Francesi 

hangs glassed and framed on the wall. And in our museums it is—ven- 
properly— forbidden to touch the objects on view. But originally they 
were made to be touched and handled, they were bargained about, 
quarrelled about, worried about. Let us also remember that every one 
of their featiu-es is the result of a decision by the artist: that he may 
have pondered over them and changed them many times, that he may 
have wondered whether to leave that tree in the background or to 
paint it over again, that he may have been pleased by a luck}’ stroke of 
his brush which gave a sudden imexpected brilliance to a sunUt cloud, 
and that he put in these figures reluctandy at the insistence of a buyer. 
For most of the paintings and statues which are now strung up along 
the walls of our museimis and galleries were not meant to be displayed 
as Art. They were made for a definite occasion and a definite purpose 
which were in the artist's mind when he set to work. 

Those ideas, on the other hand, we outsiders usually worry about, 
ideas about beauty and expression, are rarely mentioned by artists. It 
was not always like that, but it was so for many centuries in the past, 
and it is so again now. The reason is partly th A artists are often shy 
people who would think it embarrassing to use big words like 'Beauty'. 
They would feel rather priggish if they were to speak about 'expressing 
their emotions' and to use similar catchwords. Such things they take 
for 
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granted and find it useless to discuss. That is one reason, and, it 
seems, a good one. But there is another. In the actual ever\'day wor¬ 
ries of the artist these ideas play a much smaller part than outsiders 
would, I think, suspect. XHiat an artist worries about as he plans his 
picture, makes his sketches, or wonders whether he has completed his 
canvas, is something much more difficult to put into words. Perhaps 
he woujd say he worries about whether he has got it 'right'. Now it is 
only when we imderstand what he means by that modest little word 
'right' that we begin to imderstand what artists are really after. 

I think we can only hope to understand this if we draw on our own ex¬ 
perience. Of course we are no artists, we may never have tried to paint 
a picture and may have no intention of ever doing so. But this need not 
mean that we are never confronted with similar problems as those 
which make up the artist's life. In fact, I am anxious to prove that there 
is hardly any person who has not at least got an inkling of this tjpe of 
problem, be it in ever so modest a way. Anybody who has ever tried to 
arrange a hunch of flowers, to shuffle and shift the colours, to add a 
httle here and take away there, has experienced this strange sensation 
of balancing forms and colours without being able to tell exactly what 
kind of harmony it is he is trying to achieve. We just feel a patch of red 
here may make all the diflFerence, or this blue is all right by itself but 
it does not 'go' with the others, and suddenly a httle stem of green 
leaves may seem to make it come 'right'. 'Don't touch it any more,' we 
exclaim, 'now it is perfect.' Not everybody, I admit, is qtiite so careful 
over tne arrangement of flowers, but nearly everybody has something 
he wants to get 'right'. It may just be a matter of finding the right belt 
which matches a certain dress or nothing more impressive than the 
worr\- over the right proportion of, say, custard and pudding on one's 
plate. In every such case, however trivial, we may feel that a shade too 
much or too httle upsets the balance and that there is only one rela¬ 
tionship which is as it should be. 
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People who worr)- like this over flowers, dresses or food, we may call 
fussy, because we may feel these things do not warrant so much atten¬ 
tion. But what may sometimes be a bad habit in real life and is often, 
therefore, suppressed or concealed, comes into its own in the realm of 
art. A litn it is a maner of matching forms or arranging colours an artist 
must always be 'fussy' or rather fastidious to the extreme. He may see 
differences in shades and texture which we would hardly notice. 
Moreover, his task is infinitely more complex than any of those we 
may experience in ordinan,- life. He has not only to balance two or 
three coloiars, shapes or tastes, but to juggle with any number. He has, 
on his canvas, hterally htmdreds of shades and forms which he must 
balance till they look 'right'. A patch of green may suddenly look too 
yellow because it was brought into too close proximit}- with a strong 
blue— he may feel that all is spoiled, that there is a jarring note in the 
picture and that he must begin it all over again. He may suffer agonies 
over this problem. He may 

ponder about it in sleepless nights; he may stand in front of his picture 
all day tr\-ing to add a touch of colour here or there and rubbing it out 
again, though you and I might not have noticed the diiference either 
way. But once he has succeeded we all feel that he has achieved 
something to which nothing could be added, something which is 
right—an example of perfection in our ven. A imperfect world. 

Take one of Raphael's famous Aladormas: 'The Virgin in the Meadow’, 
for instance (Fig. 17). It is beautiful, no doubt, and engaging; the fig¬ 
ures are admirably drawn, and the expression of the Holy Virgin as 
she looks down on the two children is quite unforgettable. But if we 
look at Raphael's sketches for the picture f A Fig. 18) we begin to realize 
that these were not the things he took most trouble about. These he 
took for granted. \ A 'hat he tried again and again to get was the right 
balance between the figiu-es, the right relationship which would make 
the most harmonious whole. In the rapid sketch in the left-hand 
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comer, he thought of letting the Christ-child walk away looking back 
and up at His mother. And he tried different positions of the mother's 
head to answer the movement of the child. Then he decided to turn the 
child roimd and to let it look up to her. He tried another way, this time 
introducing the little St. John—but, instead of letting the Christ-child 
look at him, made him turn out of the picture. Then he made another 
attempt, and apparently became impatient, tr}-ing the head of the 
child in many different positions. There were several leaves of this 
kind in his sketch-book, in which he tried again and again how best to 
balance these three figures. But if we now look back at the final picture 
we see that he did get it right in the end. Ever}-thing in the picture 
seems in its proper place, and the poise and harmony which Raphael 
has achieved by his hard v.ork seems so natural and effortless that we 
hardly notice it. Yet it is just this harmony which makes the beaut>' of 
the Madonna more beautiful and the sweemess of the children more 
sweet. 

It is fascinating to watch an artist thus striving to achieve the right bal¬ 
ance, but if we were to ask him why he did this or changed that, he 
might not be able to tell us. He does not follow any fixed rules. He just 
feels his way. It is true that some artists or critics in cenain periods 
have tried to formulate laws of their art; but it always turned out that 
poor artists did not achieve an\TJiing when tn.-ing to apply these 
laws, while great masters could break them and yet achieve a new kind 
of harmony no one had thought of before. When the great Enghsh 
painter Sir Joshua Reynolds explained to his students in the Royal 
Academy that blue should not be put into the foregrovmd of paintings 
but should be reser%-ed for the distant backgrounds, for the fading 
hills on the horizon, his rival Gainsborough—so the story 
goes—wanted to prove that such academic rules are usually nonsense. 
He painted the famous 'Blue Boy' whose blue dress, in the central fore- 
groimd of the picture, stands out triumphantly against the warm 
browTi of the background. 




32/730 


The truth is that it is impossible to lay down rules of this kind because 
one can 



17. RAPHAEL: The I'irgui in the Meadov:. Painted in 1505. Vienna, 
Kunsthistorisches Museum 
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i8. RAPHAEL; Leaf ] rem a sketch-book ziniifouT studies for 'Th£ Vir¬ 
gin in the Meadois\ 1505. 

Vienna, Albertina 

never know in advance what effea tie artist may wish to achieve. He 
may even want a shrill, jarring note if he happens tc feel that that 
would be right. As there are no rules to tell us when a picture or statue 
is right it is usually impossible to explain in words exactly why we feel 
that it is a great work of art. But that does not mean ±at one work is 
just as good as any other, or that one cannot discuss matters of taste. 
If they do nothing else, such discussions make us look at pictures, and 
the more we look at them the more we notice points which have es¬ 
caped us before. We begin to develop a feeling for the kind of harmony 
each generation of artists tried to achieve. The greater our feeling for 
these harmonies the more we shall enjoy them, and that, after all, is 
what matters. The old proverb that you cannot argue about matters of 
taste may well be true, but that should not conceal the fact that taste 
can be developed. This is again a matter of common experience which 
everybody can test in a modest field. To people who are not used to 
drinking tea one blend may taste exactly like the other. But, if they 
have the leisure, will and opportunity', to search out such refinements 
as there may be, they may develop into true 'con-noissevu's' who can 
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distinguish exactly what typ A and mixture they prefer, and their great¬ 
er knowledge is bound to add greatly to their enjo}"ment of the 
choicest blends. 

Admittedly, taste in art is something infinitely more complex than 
taste in food and drink. It is not only a matter of discovering various 
subde flavours; it is something more serious and more important. 
After all, the great masters have given their all in these works, they 
have suffered for them, sweated blood over them, and the least they 
have a right to ask of us is that we vcy to tmderstand what they wanted 
to do. 

One never finishes learning about art. There are always new things to 
discover. Great works of an seem to look different each time one 
stands beiOre them. They seem to be as inexhaustible and unpredict¬ 
able as real himian beings. It is an exciting world of its own with its 
own sttange laws and its own adventures. Nobody should think he 
knows all about it, for nobody does. Nothing, perhaps, is more import¬ 
ant than just this: that to enjoy these works we must have a fresh 
mind, one which is ready to catch every hint and to respond to every 
hidden harmony: a mind, most of all, not cluttered up with long high- 
sounding words and ready-made phrases. It is infinitely better not to 
know an\T±iing about art than to have the kind of hall-knowledge 
which makes for snobbishness. The danger is ver\’ real. There are 
people, for instance, who have picked up the simple points I have tried 
to make in this chapter, and who understand that there are great 
works of art which have none of the obvious quahties of beauty or ex¬ 
pression or correct draughtsmanship, but who become so proud of 
their knowledge that they pretend to like only those works which are 
neither beautiful nor correcdy drawn. They are always haunted by the 
fear that they might be considered uneducated if they confessed to lik¬ 
ing a work which seems too obviously pleasant or moving. They end by 
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being snobs who lose their true enjoyment of art and who caU 
everything 'ver>- interesting' which they 

really find somewhat repulsive. I should hate to be responsible for any 
similar misunderstanding. I would rather not be beUeved at all than 
be beheved in such an uncritical way. 

In the chapters which follow I shall discuss the history of art, that is 
the history of building, of picture-making and of statue-making. I 
think that knowing something of this historj' helps us to understand 
why artists worked in a particular way, or why they aimed at certain 
effects. Most of all it is a good way of sharpening our eyes for the par¬ 
ticular characteristics of works of art, and of thereby increasing oiu: 
sensibility- of the finer shades of difference. Perhaps it is the only way 
of learning to enjoy them in their own right. But no way is without its 
dangers. One sometimes sees people walking through a galler}', cata¬ 
logue in hand. Every time they stop in front of a picture they eagerly 
search for its number. We can watch them thumbing their book, and 
as soon as they have found the title or the name they walk on. They 
might just as well have stayed at home, for they have hardly looked at 
the painting. They have only checked the catalogue. It is a kind of 
mental short circuit which has nothing to do with enjoying a picture. 

People who have acquired some knowledge of art history are some¬ 
times in danger of falling into a similar trap. When they see a work of 
art they do not stay to look at it, but rather search their memory for 
the appropriate label. They may have heard that Rembrandt was fam¬ 
ous for his chiaroscuro —which is the ItaHan technical term for Hght 
and shade—so they nod wisely when they see a Rembrandt, mumble 
'wonderful chiaroscuro', and wander on to the next picture. I want to 
be quite frank about this danger of half-knowledge and snobbery, for 
we are all apt to succumb to such temptations, and a book like this 
could increase them. I should like it to help to open eyes, not to loosen 
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tongues. To talk cleverly about art is not very difficult, because the 
words critics use have been employed in so many different contexts 
that they have lost all precision. But to look at a picture with fresh eyes 
and to venture on a voyage of discover A ' into it is a far more difficult 
but also a much more rewarding task. There is no telling what one 
might bring home from such a journey. 

CHAPTER I • STRANGE BEGINNINGS Prehistoric a?id Priimtive 
Peoples; Ancieiu America 



19. The Coze of Lascaux in France tsiih paintings roiaid the ceibt A 
made some 30,000 years ago 

WE do not know how art began any more than we know how language 
started. If we take art to mean such acti\-iries as building temples and 
houses, making pictures and sculptures, or wea\"ing patterns, there is 
no people in all the world without art. If, on the other hand, we mean 
by art some kind of beautiful luxury, something to enjoy in museums 
and exhibitions or something special to use as a precious decoration in 
the best parlour, we must realize that this use of the word is a ven,- 
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recent developm.ent and that many ot the greatest builders, painters 
or sculptors of the past never dreamed of it. We can best understand 
this diflerence if we think of architecture. \ A 'e all know that there are 
beautiful buildings and that some of them are true works of art. But 
there is scarcely any building in the world which was not erected for a 
particular purpose. Those who use these buildings as places of worship 
or entertainment, or as dwellings, judge them first and foremost by 
standards of utility. But apart from, this, they may like or dishke the 
design or the proportion of the structure, and appreciate the eflforts of 
the good architect to make it not only practical but 'right'. In the past 
the attitude to paintings and statues was often simikr. They were not 
thought of as mere 

works of an but as objects which had a definite function. He would be 
a poor judge of houses who did not know the requirements for which 
they were built. Similarly, we are not likely to understand the art of the 
past if we are quite ignorant of the aims it had to sen-e. The further we 
go back in histon,', the more definite but also the more strange are the 
aims which art was supposed to sen-e. The same apphes if we leave 
towns and cities and go to the peasants or, better still, if we leave our 
ciWlized countries and travel to the peoples whose waj-s of life still re¬ 
semble the conditions in which our remote ancestors Uved. We call 
these people 'primitives' not because they are simpler than we 
are—their processes of thought are often more complicated than 
ours—but because they are closer to the state from which all mankind 
once emerged. Among these primitives, there is no diflerence between 
building and image-making as far as useftilness is concerned. Their 
huts are there to shelter them from rain, wind and simshine and the 
spirits which produce them; images are made to protect them against 
other powers which are, to them, as real as the forces of nature. Pic¬ 
tures and statues, in other words, are used to work magic. 
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We cannot hope to understand these strange begiimings of art unless 
we try to enter into the mind of the primitive peoples and find out 
what kind of experience it is which makes them think of pictures, not 
as something nice to look at, but as something powerful to use. I do 
not think it is really so difficult to recapture this feeling. All that is 
needed is the will to be absolutely honest with ourselves and see 
whether we, too, do not retain something of the 'primitive' in us. In¬ 
stead of beginning with the Ice Age, let us begin with ourselves. Sup¬ 
pose we take a picture of our favourite cricketer or film star from 
today's paper—would we enjoy taking a needle and poking out the eyes 
? Would we feel as indiflferent about it as if %ve poked a hole any¬ 
where else in the paper ? I do not think so. However well I know with 
my waking thoughts that what I do to his picture makes no difference 
to my friend or hero, I still feel a vague reluctance to harm it. Some¬ 
where there remains the absurd feehng that what one does to the pic¬ 
ture is done to the person it represents. Now, if I am right there, if this 
queer and unreasonable idea really survives, even among us, into the 
age of atom bombs and radios, it is perhaps less surprising that such 
ideas existed almost even,-where among the so-called primitive 
peoples. In aU parts of the world medicine men or witches have tried 
to work magic in some such way—they have made httle images of an 
enemy and have then pierced the hean of the wTetched doll, or burnt 
it, and hoped that their enemy would suffer. Even the guy we burn on 
Guy Fawkes Day is a remnant of such a superstition. Negroes in Africa 
are sometimes as vague as httle children about what is a picture and 
what is real. On one occasion, when a European artist made drawings 
of their cattie, the natives were distressed: 'If you take them away with 
you, what are we to Uve on ?’ 

All these strange ideas are important because they may help us to im- 
derstand the oldest paintings which have come down to us. These 
paintings are as old as any 
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Animals painted some 15,000 years ago: 

20. Bison, found in the cave of .-Utamira (Spain) 



Berlin, .Museum fiir Volkerkunde 

trace of human skill. They date from the Ice Age or thereabouts, when 
our ancestors, sheltered in caves, hunted huge game and knew only 
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the rudest of stone implements. And yet, on the walls and ceihngs of 
such caves, particularly in Spain and southern France, paintings have 
been discovered, mainly of these animals, reindeer, bison and wild 
horses (Figs. 19, 20, 21). Most of these paintings are astonishingly 
vivid and lifelike, much more so than we might have expected. But it is 
very unlikely that they were made for the purpose of decorating the 
walls of these dark caves. In the first place, they are often found deep 
inside the mountain, far away from the places where man lived. Se¬ 
condly, they are often put there higgledy-piggledy, one on top of the 
other, without any apparent order or design. It is m uch more likely 
that these are the oldest relics of that universal behef in the power of 
picture-making; in other vi'ords, that these primitive hunters thought 
that if they only made a picture of their prey—and perhaps belaboured 
it with their spears or stone axes—the real animals would also suc¬ 
cumb to their power. 

Of course, this is guesswork—but guesswork prett}' well supported by 
the use of art among those primitive peoples of our own day who have 
still preserved their ancient customs. True, we do not find any now, as 
far as I know, who try to work exactly this kind of magic; but most art 
for them is also closely bound up with similar ideas about the power of 
images. There are still primitive peoples who use nothing but stone 
implements and who scratch pictures of animals on rocks for magic 
purposes. There are other tribes who have regular festivals when they 
dress up as animals and move like animals in solemn dances. They, 
too, believe that somehow this will give them power over their prey. 
Sometimes they even believe that certain animals are related to them 
in some fairy-tale manner, and that the whole tribe is a wolf tribe, a 
raven tribe or a frog tribe. It sounds strange enough, but we must not 
forget that even these ideas are not as far removed from our own times 
as one might think. The Romans believed that Romulus and Remus 
had been suckled by a she-wolf, and they had an image in bronze of 
the she-wolf on the sacred Capitol in Rome. Even up to our own times, 
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under Mussolini, they always had a living she-wolf in a cage near the 
steps to the Capitol. No living lions are kept on Trafalgar Square—but 
the British Lion still leads a vigorous hfe in the pages of Punch. Of 
course, there remains a vast difference between this kind of heraldry 
and cartoon symbolism and the deep seriousness with which savages 
look on their relationship with the totem, as they call their animal rel¬ 
atives. For it seems that they sometimes live in a kind of dream-world 
in which they can be man and animal at the same time. Many tribes 
have special cerem.onies in which they wear masks with the features 
of these animals, and when they put them on they seem to feel that 
they are transformed, that they have become ravens, or bears. It is 
very much as if children played at pirates or detectives till they no 
longer knew where playacting ended and reality began. But with chil¬ 
dren there is always the grown-up 

B 

world about them, the people who tell them 'Don't be so noisy', or 'It is 
nearly bed-time'. For the savage there is no such other world to spoil 
the illusion, because all the members of the tribe take part in the cere¬ 
monial dances and rites with their fantastic games of pretence. They 
have all learned their significance from former generations and are so 
absorbed in them that they have httle chance of stepping outside it 
and seeing their behaviour critically. We all have behefs which we take 
as much for granted as the 'primitives’ take theirs—usually so much so 
that we are not even aware of them imless we meet people who ques¬ 
tion them. 

All this may seem to have little to do with art, but in fact these condi¬ 
tions influence art in many ways. Many of the artists' works are meant 
to play a pan in these strange customs, and what matters then is not 
whether the sculpture or painting is beautiful by our standards, but 
whether it 'works', that is to say whether it can perform the required 
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magic. Moreover, the artists work for people of their owTi tribe who 
know exactly what each form or each colour is meant to signify. They 
are not expected to change these things, but only to apply all their skill 
and kaowledge to the execution of their work. 

Again we have not to go far to think of parallels. The point of a nation¬ 
al flag is not to be a beautifully coloured piece of cloth which any 
maker can change according to his fancy—the point of a wedding ring 
is not to be an ornament which can be worn or changed as we think fit. 
Yet, even within the prescribed rites and customs of our Uves, there 
remains a certain element of choice and scope for taste and skill. Let 
us think of the Christmas tree. Its principal features are laid down by 
custom. Each family, in fact, has its own traditions and its own pre¬ 
dilections without which the tree does not look right. Nevertheless, 
when the great moment comes to decorate the tree there remains 
much to be decided. Should this branch get a candle ? Is there enough 
tinsel on top ? Does not this star looktoohea\Tor this side too over¬ 
loaded ? Perhaps to an outsider the whole performance would look 
rather strange. He might think that trees are much nicer without tin¬ 
sel. But to us, who know the significance, it becomes a matter of great 
importance to decorate the tree according to our idea. 

Primitive art works on just such pre-estabhshed lines, and yet leaves 
the artist scope to show his mettle. The technical master}’ of some nat¬ 
ive craftsmen is indeed astonishing. We should never forget, when 
talking of primitive art, that the word does not imply that the artists 
have only a primitive knowledge of their craft. On the contrar}-; many 
native tribes have developed a truly amazing skill in car\'ing, in basket 
work, in the preparation of leather, or even in the working of metals. If 
we realize with what simple tools these works are made we can only 
manxl at the patience and sureness of touch which these primitive 
craftsmen have acquired through centuries of speciahzation. The 
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Maoris of New Zealand, for instance, have learned to work veritable 
wonders in their wood-car\'ings (Fig. 23). Of course, the 
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23. Carved wooden lintel from a Maori dueftaafs house. London, Brit¬ 
ish Museum 

fact that a thing was difficult to make does not necessarily prove that it 
is a work of art. If it were so, the men who make models of sailing 
ships in glass bottles would rank among the greatest artists. But this 
proof of native skill should warn us against the beUef that their work 
looks odd because they cannot do it any better. It is not their standard 
of craftsmanship which is different from ours, but their ideas. It is im¬ 
portant to realize this from the outset, because the whole story of art is 
not a stor\- of progress in technical proficiency, but a stor\- of chan¬ 
ging ideas and requirements. There is increasing evidence that imder 
certain conditions native artists can produce work which is just as cor¬ 
rect in the rendering of natiu-e as the best work done in any an class. 
Only recently a number of bronze heads have been discovered in Ni¬ 
geria which are the most convincing likenesses of negroes that can be 
imagined (Fig. 24 A . They seem to be many centuries old, and there is 
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no reason to believe that the native artists learned their skill from any¬ 
one outside. 

What, then, can be the reason for so much of primitive art looking un- 
erly strange ? Perhaps we should retiun to ourselves and the experi¬ 
ments we can aU perform. Let us take a piece of paper or ink-bloner 
and scrawl on it any doodle of a face. Just a circle for the head, a 
stroke for the nose, another for the mouth. Then look at the eyeless 
doodle. Does it not look unbearably sad ? The poor creature cannot 
see. We feel we must 'give it eyes'—and what a reUef it is when we 
make the two dots and at last it can look at us! To us all this is a joke, 
but to the native it is not. A wooden pole with these few essential 
forms is to him new and different. He takes the impression it makes as 
a token of its magic power. There is no need to make it any more life¬ 
like provided it has eyes to see. Fig 25 shows the figure of a Polynesian 
'God of War' called Oro. The Pol\-nesians are excellent can-ers, but 
they ob\iously did not find it essential to make this a correct repres¬ 
entation of a man. AU we see is a piece of wood covered with woven 
fibre. Only its eyes and arms 




24. Bronze head of a negro. Excavated in Nigeria, 
probably some 400 years old. 
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London, British Museum 

25. Ore, God of War, from Tahiti. Wood covered with sinnet. London, 
British Museum 
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are roughly indicated by this fibre braid, but once we notice them, this 
is enough to give the pole a look of uncanny power. We are still not 
quite in the realm of art, but our doodle experiment may teach us 
something more. Let us \ax\ the shape of our scribbled face in all pos¬ 
sible ways. Let us change the shape of the eyes from dots to crosses or 
any other form which has not the remotest resemblance to real eyes. 
Let us make the nose a circle and the mouth a scroll. It w*ill hardly 
matter, as long as their relative position remains roughly the same. 
Now to the native artist this discover}’ probably meant much. For it 
taught him to build up his figures or faces out of those forms which he 
Uked best and which were most suited to his particular craft. The res¬ 
ult might not be \ct\ lifelike, but it would retain a certain imit\- and 
harmony of pattern which is just what our first doodle probably 
lacked. Fig. 26 shows a mask from New Guinea. It may not be a thing 
of beaut}-, but it is not meant to be—it is intended for a ceremony in 
which the young men of the village dress up as ghosts and frighten the 
women and children. But, however 




26. A ritual mask from Ken- Gintua, Elema District. 
Worn by members of a secret society. 

London, British Museum 
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27. A Haida Red Indian) chiefiatn's house. After a model in the Amer¬ 
ican .Museum of Natural History, New York 

fantastic or repulsive this 'ghost' may look to us, there is something 
satisfying in the way the artist has built up his face out of geometrical 
shapes. 

In some parts of the world primitive artists have developed elaborate 
systems to represent the various figures and totems of their myths in 
ornamental fashion. Among the Red Indians of North America, for in¬ 
stance, artists combine a veij- acute obser\-ation of natural forms with 
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this disregard for what we called the real appearance of things (Fig. 
22). As hunters, they know the true shape of the eagle's beak. 

or the beaver’s ears, much bener than any of us. But they regard one 
such feature as quite sufficient. A mask with an eagle's beak just is an 
eagle. Fig 27 is a model of a chieftain’s house among the Haida tribe of 
Red Indians with three so-called totem poles in front of it. We may see 
only a jumble of ugly masks, but to the native this pole illustrates an 
old legend of his tribe. To us the legend itself is nearly as odd and inco¬ 
herent as its representation, but we ought no longer to feel surprised 
that native ideas differ from ours. Here it is: 

Once there was a young man in the town of Gwais Kun who used to 
laze about on his bed the whole day till his mother-in-law remarked on 
it; he felt ashamed, went away and decided to slay a monster which 
lived in a lake and fed on humans and whales. With the help of a fairy 
bird he made a trap of a tree trunk and dangled t%vo children over it 
as bait. The monster was caught, the young man dressed in its skin 
and caught fishes which he regularly left on his critical mother-in- 
law's doorstep. She was so flattered at these unexpected offerings that 
she thought of herself as a powerful witch. When the young man unde¬ 
ceived her at last, she felt so ashamed that she died. 

All the participants in this tragedy are represented on the central pole. 
The mask below the entrance is one of the whales the monster used to 
eat. The big mask above the entrance is the monster; on top of it the 
human form of the unfortunate mother-in-law. The mask with the 
beak over her is the bird who helped the hero, he himself is seen fur¬ 
ther up dressed in the monster's skin, with fishes he has caught. The 
human figures at the end are the children the hero used as bait. 

To us such a work may seem the product of an odd whim, but to those 
who made such things this was a solemn undertaking. It took years to 
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cut these huge poles with the primitive tools at the disposal of the nat¬ 
ives, and sometimes the whole male population of the village helped in 
the task. It was to mark and honour the house of a powerfiil chieftain. 

Without explanation we may not be able to see the point of these 
works on which so much love and labour were spent. It is frequently so 
with works of primitive art, but even where the explanation is lacking, 
we can appreciate the weird thoroughness with which the shapes of 
nattrre are transformed into a consistent pattern. For there are many 
great works of this kind dating from the strange begiimings of art 
whose exact explanation is probably lost for ever but which we can still 
admire. All that remains to us of the great civilizations of ancient 
America is their 'art'. I have put the word in quotes not because these 
mysterious buildings and images lack beaut}—some of them are quite 
fascinating—but because we should not approach them with the idea 
that they were made for the sake of pleasure or 'decoration'. The 
terrify-ing car\'ing of a death head from an altar of the ruins of Copan 
in present Honduras Tig. 2S) reminds us of the gruesome hiunan sac¬ 
rifices which were demanded by the rehgions of these peoples. 
However little may be known about the exact meaning of such 
carvings, the thrilling efforts of the scholars 

Strange Beginnings 
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2S. Head of the Deaih-god. From a Maya altar. Copan, Honduras, 
probably dating from a.d. 504. 

After the cast in the British Museum 

who have rediscovered these works and have tried to get at their 
secrets have taught us enough to compare them with other works of 
primitive cultures. Of course, these peoples were not primitive in the 
usual sense of the word. When the Spanish and Portuguese conquer¬ 
ors of the sixteenth century arrived, the Aztecs in Mexico and the Incas 
in Peru ruled over might}* empires. We also know that in earher cen¬ 
turies the Mayas of Central America had built big cities and 

developed a system of writing and of calculating calendars which is 
anything but primitive. Like the negroes of Nigeria the pre-Columbian 
Americans were perfectly capable of representing the htiman face in a 
lifelike manner. The ancient Peruvians liked to shape certain vessels in 
the form of human heads which are strikingly true to nature (Fig. 30). 
If most works of these civilizations look weird and imnatural to us, the 
reason Hes probably in the ideas they are meant to convey. 

Fig. 29 represents a statue from Mexico which is believed to date from 
the Aztec period, the last in Mexican histor}'. Scholars think that it 
represents the rain-god, whose name was Tlaloc. In these tropical 
zones rain is often a question of life or death 

29. The Aztec Rain-god Tlaloc, dating from before A ,, r • 1. • u • 

the conquest. Berlin, Museum fiir Volkerkunde lOr *e people, for 
Without rain their 
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30. C/jv tissei inform of head of c,u-c:.cj. tx. A v=ted m the 

vaUey of Chiama, Peru. About A.D. 5O. London, British Museum 
(Gaffron CoUecnon) 
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crops may fail and they may have to stane. No wonder that the god of 
rains and thunderstorms assumes in their minds the shape of a terrify¬ 
ingly powerful demon. The Ughtning in the slo," appears to their ima¬ 
gination like a big serpent, and many American peoples therefore con¬ 
sidered the rattlesnake to be a sacred and might}-being. If we look 
more closely at the figure of Tlaloc we see, in fact, that his mouth is 
formed of t AA ’o heads of rattlesnakes facing each other with their big 
poisonous fanp protruding from their jaws and that his nose, too, 
seems to be formed out of the twisted bodies of the snake. Perhaps 
even his eyes might be seen as coiled serpents. We see how far the idea 
of 'building up' a face out of given forms can lead away from our ideas 
of Ufelike sculpttire. We also get an inkling of the reasons which may 
sometimes have led to this method. It was certainly fitting to form the 
image of the rain-god out of the body of the sacred snakes which em¬ 
bodied the power of lightning. If we ponder the strange mentahty 
which created these vmcaimy idols we may begin to imderstand how 
image-making in these early civilizations was not only connected with 
magic and religion but was also the first form of writing. The sacred 
serpent in ancient Mexican art was not only the picture of a 
rattlesnake but could also develop into a sign for lightning and so into 
a character by which a thunderstorm could be commemorated or, per¬ 
haps, conjured up. We know veij' httle about these mysterious origins, 
but if we want to imderstand the stor}.* of an we may do well to re¬ 
member once in a while that picttores and letters are really blood- 
relations. 
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31. Australian native, drauriiig a totemic Opossum pattern on a rock. 
CHAPTER 2 ART FOR ETERNITY Egypt, Mesopotamia, Crete 

32. The Great Pyramid of Gizeh. Built about 2700 B.C. 

SO.ME form of an exists everywhere on the globe, but the story of art 
as a continuous eifort does not begin in the caves of southern France 
or among the North American Indians. There is no direct tradition 
which hnks these strange beginnings with our own days, but there is a 
direct tradition, handed down from master to pupil, and from pupil to 
admirer or copyist, which links the art of our own days, any house or 
any poster, with the an of the Nile VaUey of some five thousand years 
ago. For we shall see that the Greek masters went to school with the 
Eg%-ptians, and we are all the pupils of the Greeks. Thus the art of 
Eg}-pt has a tremendous importance for us. 

Everj-one knows that Egj'pt is the land of the pjTamids, those moun¬ 
tains of stone which stand like weathered landmarks on the distant 
horizon of histon,'. However remote and mysterious they seem, they 
tell us much of their owti ston,-. They tell us of a land which was so 
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thoroughly organized that it was possible to pile up these gigantic 
mounds of stone in the lifetime of a single king, and they tell us of 
kings who were so rich and powerful that they could force thousands 
and thousands of 

workers or slaves to toil for them year in, year out, to quarry the 
stones, to drag them to the building site, and to shift them with the 
most primitive means till the tomb was ready to receive the king. No 
king and no people would have gone to such expense, and taken so 
much trouble, for the creation of a mere monimient. In fact, we know 
that the pyramids had their practical importance in the eyes of the 
kings and their subjects. The king was considered a divine being who 
held sway over them, and on his departure from this earth he would 
again ascend to the gods whence he had come. The pyramids soaring 
up to the sky would probably help him to make his ascent. In any case 
they would presence his sacred body from decay. For the Egyptians 
beUeved that the body must be preser\-ed if the soul is to Hve on in 
the beyond. That is why they prevented the corpse from decaying by 
an elaborate method of embalming it, and binding it up in strips of 
cloth. It was for the miimmy of the king that the pyramid had been 
piled up, and his body was laid right in the centre of the huge moun¬ 
tain of stone in a stone coffin. Eveij-svhere round the burial chamber, 
spells and incantations were written to help him on his journey to the 
other world. 

But it is not only these oldest rehcs of human architecture which tell of 
the role played by age-old behefs in the story of art. The Egyptians 
held the behef that the preservation of the body was not enough. If the 
likeness of the king was also pre-ser\-ed, it was doubly sure that he 
would continue to exist for e\’er. So they ordered sculptors to chisel 
the king's portrait out of hard, imperishable granite, and put it in the 
tomb where no one saw it, there to work its spell and to help his soul 
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to keep alive in and through the image. One Egyptian word for 
sculptor was actually 'He-who-keeps-ahve'. 

At first these rites were reserved for kings, but soon the nobles of the 
royal household had their minor tombs grouped in neat rows round 
the king's mound; and gradually every self-respecting person had to 
make provision for his after-Ufe by ordering a costly grave, where his 
soul could dwell and receive the offerings of food and drink which 
were given to the dead, and which would house his mummy and his 
likeness. Some of these early portraits from the pyramid age, the 
fourth 'djTiasty' of the 'Old Kingdom', are among the most beautiful 
works of Egyptian art Tig. 37). There is a solemnity and simplicity’ 
about them which one does not easily forget. One sees that the 
sculptor was not trying to flatter his sitter, or to preser\-e a jolly mo¬ 
ment in his life. He was concerned only with the essentials. Ever}’ less¬ 
er detail he left out. Perhaps it is just because of this strict concentra¬ 
tion on the basic forms of the human head that these portraits remain 
so impressive. For, despite their almost geometrical rigidit}-, they are 
not primitive as are the native masks discussed in Chapter i. Nor are 
they as Ufelike as the naturalistic portraits of the artists of Nigeria. 
The observation of nature, and the regularitj’ of the whole, are so 
evenly balanced that they impress us as being lifelike and yet remote 
and enduring. 


Art for Eternity 
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33- Painting of a Pond. From a tomb in Thebes. About 1400 B.C. Lon¬ 
don, British Museum 

This combination of geometrical regularity and keen observation of 
nature is characteristic of all Egyptian art. We can study it best in the 
rehefs and paintings that adorned the walls of the tombs. The word 
'adorned', it is true, may hardly fit an art which was meant to be seen 
by no one but the dead man's soul, In fact, these works were not inten¬ 
ded to be enjoyed. They, too, were meant to 'keep alive'. Once, in a 
grim distant past, it had been the custom when a powerful man died to 
let his ser\-ants and slaves accompany him into the grave so that he 
should arrive in the beyond with a suitable suite. They were sacrificed. 
Later, these horrors were considered either too cruel or too costly, and 
art came to the rescue. Instead of real servants, the great ones of this 
earth were given images as substitutes. The pictures and models found 
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in Egyptian tombs were connected with the idea of providing the souls 
with helpmates in the other world. 

To us these rehefs and wall-paintings provide an extraordinarily vivid 
picttire of Hfe as it was hved in Egypt thousands of years ago. And yet, 
looking at them for the first time, one may find them rather bewilder¬ 
ing. The reason is that the 

Egyptian painters had quite a different way of representing real life 
from our way. Perhaps this is conneaed with the different purpose 
their paintings had to serve. What mattered most was not prettiness 
but completeness. It was the artists' task to preserve eveijthing as 
clearly and permanently as possible. So they did not set out to sketch 
nature as it appeared to them from any fortuitous angle. They drew 
from memor\-, according to stria rules which ensured that everything 
that had to go into the picture would stand out in perfect clarity. Their 
method, in fact, resembled that of the map-maker rather than that of 
the painter. Fig. 33 shows it in a simple example, representing a 
garden with a pond. If we had to draw such a motif we might wonder 
from which angle to approach it. The shape and character of the trees 
could be seen clearly only from the sides, the form of the pond would 
be visible only if seen from above. The Egyptians had no compunction 
about this problem. They would simply draw the pond as if it were 
seen from above, and the trees from the side. The fishes and birds in 
the pond, on the other hand, would hardly look recognizable as seen 
from above, so they were drawn in profile. 

In such a simple picture we can easily understand the artist's proced¬ 
ure. There are many children's drawings which apply a similar prin¬ 
ciple. But the Egyptians were much more consistent in their applica¬ 
tion of these methods than children ever are. Ever A tliing had to be 
represented from its most characteristic angle. Fig. 34 shows the effect 
which this idea had on the representation of the human body. The 
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head was most easily seen in profile so they drew it sideways. But if we 
think of the himian eye we think of it as seen from the front. Accord¬ 
ingly, a full-face eye was planted into the side view of the face. The top 
half of the body, the shoulders and chest, are best seen from the front, 
for then we see how the arms are hinged to the body. But arms and 
feet in movement are much more clearly seen sideways. That is the 
reason why Egyptians in these pictures look so strangely flat and 
contorted. Moreover the Eg A -ptian artists found it hard to visualize 
either foot seen from the outside. They preferred the clear outline 
from the big toe upwards. So both feet are seen from the inside, and 
the man on the rehef looks as if he had two left feet. It must not be 
supposed that Egyptian artists thought that human beings looked like 
that. They merely followed a rule which allowed them to include 
everything in the human form that they considered important. Per¬ 
haps, as I have said, this strict adherence to the rule had something to 
do with their magic purpose. For how could a man with his arm Tore- 
shortened' or 'cut off bring or receive the required offerings to the 
dead ? 

The point is that Egyptian art is not based on what the artist could see 
at a given moment, but rather on what he knew belonged to a person 
or a scene. It was out of these forms which he had learned, and which 
he knew, that he built his representations, much as the primitive artist 
built his figures out of the forms he could master. It is not only his 
knowledge of forms and shapes that the artist embodies 
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34. Portrait uj n A :,r A jroin j ::;->ojcr: door in his Comb. Car\-ed about 
2700 B.C. Cairo, Museum 
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35. A Wall from the tomb of Chnenihotep near Bern Hassan. About 
1900 B.C. 


in his picture, but also his knowledge of their significance. We some¬ 
times call a man a 'big boss'. The Egyptian drew the boss bigger than 
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his sen A ants or even his wife, A 'hen we understand these rules and 
conventions, we imderstand the language of the pictures in which life 
of the Egyptians is chronicled. Fig. 35 gives a good idea of the general 
arrangement of a wall in the tomb of a high Egyptian dignitarj" of the 
so-called 'Middle Kingdom', some nineteen himdred years before our 
era. The inscriptions in hierogh'phs tells us exactly who he was, and 
what titles and honours he had collected in his lifetime. His name, we 
read, was Chnemhotep, the Administrator of the Eastern Desert, 
Prince of Menat Chufu, Confidential friend of the King, Royal Ac¬ 
quaintance, Superintendent of the Priests, Priest of Horus, Priest of 
Anubis, Chief of all the Divine Secrets, and—most impressive of 
all—Master of all the Tunics. On the left side we see him hunting wild¬ 
fowl with a kind of boomerang, accompanied by his wife Cheti, his 
concubine Jat, and one of his sons who, despite his tiny size in the pic¬ 
ture, held the tide of Superintendent of the Frontiers. Below, in the 
frieze, we see fishermen imder their superintendent Mentuhotep haul¬ 
ing in a big catch. On top of the door Chnemhotep is seen again, this 
time trapping waterfowl in a net. As we imderstand the methods of the 
Egyptian artist, we can easily see how this device worked. The trapper 
sat hidden behind a screen of reed, holding a cord which was linked 
with the open net (seen from above). When the birds had settled down 
on the bait, he pulled the rope and the net dosed 
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37 ~ Portrait head of limestone, found in a tomb at Gizeh, made about 
2700 B.C. Vienna, Kunsthistorisches Museum 

over them. Behind Chnemhotep is his eldest son Nacht, and his Super¬ 
intendent of the Treasures, who was also responsible for the ordering 
of the tomb. On the right side, Chnemhotep, who is called 'great in 
fish, rich in wild-fowl, loving the goddess of the chase’, is seen spear¬ 
ing fish. Once more we can observe the conventions of the Egyptian 
artist who lets the water rise among the reeds to show us the clearing 
with the fish. The inscription says: 'Canoeing in the papyrus beds, the 
pools of wild-fowl, the marshes and the streams, spearing with the 
two-pronged spear, he transfixes thirty fish; how delightful is the day 
of hunting the hippopotamus’. Below is an amusing episode with one 
of the men who had fallen into the water being fished out by his mates. 
The inscription round the door records the days on which offerings are 
to be given to the dead, and includes prayers to the gods. 
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I think when we have become accustomed to looking at these Egyptian 
pictures we are as little troubled by their unrealities as we are by the 
absence of colour in a photograph. We even begin to realize the great 
advantages of the Egyptian method. Nothing in these pictures gives 
the impression of being haphazard, nothing looks as if it could just as 
well be somewhere else. It is worth while taking a pencil and trying to 
copy one of these 'primitive' Egyptian drawings. Our attempts always 
look clumsy, lopsided and crooked. At least my own do. For the Egyp¬ 
tian sense of order in every detail is so strong that any little variation 
seems to upset it entirely. The Egyptian artist began his work by draw¬ 
ing a network of straight lines on the wall, and he distributed his fig¬ 
ures with great care along these lines. And yet all this geometrical 
sense of order did not prevent him from observing the details of 
nature with amazing accuracy. Every bird or fish or butterfly is drawn 
with such truthfulness that zoologists can still recognize the species. 
Fig. 36 shows such a detail of Fig. 35—the birds in the tree by 
Chnemhotep's fowling net. Here it was not only his great knowledge 
which guided the artist, but also an eye for colour and outline. 

It is one of the greatest things in Egyptian art that all the statues, 
paintings and architectural forms seem to fall into place as if they 
obeyed one law. We call such a law, which all creations of a people 
seem to obey, a 'style'. It is very difficult to explain in words what 
makes a style, but it is far less difficult to see. The rules which govern 
all Egyptian art give every individual work the effect of poise and aus¬ 
tere harmony. 

The Egyptian style was a set of very strict laws which every artist had 
to learn from his earliest youth. Seated statues had to have their hands 
on their knees; men had to be painted with darker skin than women; 
the appearance of every Egyptian god was strictly laid down: Horus, 
the sun-god, had to be shown as a falcon or with a falcon's head, Anu- 
bis, the god of dea±, as a jackal or with a jackal's head. Every artist 




68/730 


also had to learn the art of beautiful script. He had to cut the images 
and symbols of the hieroglyphs clearly and accurately in stone. But 
once he had mastered 

all these rules he had finished his apprenticeship. No one wanted any¬ 
thing different, no one asked him to be 'original'. On the contrary, he 
was probably considered the best artist who could make his statues 
most like the admired monimients of the past. So it happened that in 
the course of three thousand years or more Eg A -ptian art changed ver- 
j- little. Everything that was considered good and beautiful in the 
times of the pyramids was held to be just as excellent a thousand years 
later. True, new fashions appeared, and new subjects were demanded 
of the artists, but their mode of representing man and nature re¬ 
mained essentially the same. 

Only one man ever shook the iron bars of the Egyptian style. He was a 
king of the Eighteenth Dynasty, at the time known as the 'New King¬ 
dom' which was foimded after a catastrophic invasion of Egypt. This 
king, called Amenophis IV, was a heretic. He broke with many of the 
customs hallowed by an age-old tradition. He did not wish to pay 
homage to the many strangely shaped gods of his people. For him only 
one god was supreme, Aton, whom he worshipped and whom he had 
represented in the shape of the sun. He called himself Akhnaton, after 
his god, and he moved his court out of reach of the priests of the other 
gods, to a place which is now called El-Amama. 

The pictures which he commissioned must have shocked the Eg A - 
ptians of his day by their novelty. In them none of the solemn and ri¬ 
gid dignin,- of the earher Pharaohs was to be found. Instead, he had 
himself depicted lifting his daughter on to his knee, walking with his 
wife in the garden, leaning on his stick. Some of his portraits show him 
as an ugly man (Fig. 38)—perhaps he wanted the artists to portray him 
in all his human frailty. Ahknaton's successor was Tutankhamen, 
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whose tomb with its treasures was discovered in 1923. Some of these 
works are stiU in the modem style of the Aton rehgion—particularly 
the back of the king’s throne (Fig. 39), which shows the king and 
queen in a homely idyll. He is sitting on his chair in an attitude which 
might have scandalized the strict Egyptian conservative— almost 
lolling, by Egyptian standards. His wife is no smaller than he is, and 
gently puts her hands on his shoulders while the Sun-god, represented 
as a golden orb, is stretching his hands in blessing down to them. 

It is not impossible that this reform of art in the Eighteenth Draasty 
was made easier for the king because he could point to foreign works 
that were much less strict and rigid than the Egyptian products. On an 
island overseas, in Crete, there dwelt a gifted people whose artists de¬ 
lighted in the representation of swift movement. When the palace of 
their king at Cnossos was excavated some fifty years ago, people could 
hardly believe that such a free and graceful style could have been de¬ 
veloped in the second nullennium before our era. \X'orks in this style 
were also found on the Greek mainland; a dagger from iMycenae (Fig. 
40) shows a sense of movement and flowing hnes which must have 
impressed any Egyptian craftsman who had been permitted to stray 
from the hallov/ed rules of his stj'le. 
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39- r A e Pharoah Tutankhamen and his wife. Gilt and painted wood¬ 
work from the throne found in his tomb. Made about 1350 B.C. Cairo, 
Museum 

But this opening up of Egyptian art did not last long. Already during 
the reign of Tutankhamen the old beliefs were restored, and the win¬ 
dow to the outside world was shut again. The Egyptian style, as it had 
existed for more than a thousand years before his time, continued to 
exist for another thousand years or more, and the Egyptians doubtless 
beheved it would continue for all eternity. Many Egyptian works in our 
museums date from this later period, and so do nearly all Egyptian 
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40. A dagger from Mycenae. (Reconstruction.) About 1600 B.C. 
Athens, Museum 

Art for Etemiiy 

bviildings such as tanples and palaces. New thanes were introduced 
and new tasks performed, but nothing essentially new was added to 
the achievement of art. Egypt, of course, was only one of the great and 
powerful empires which existed in the Near East for many a thousand 
years. We all know from, the Bible that little Palestine lay between the 
Eg A -prian kingdom of the Nile and the Babylonian and Assyrian em¬ 
pires which had developed in the valley of the two rivers Euphrates 
and Tigris. The art of .\iesopotamia, as the valley of the two rivers was 
called in Greek, is less well known to us than the art of Egypt. This is at 
least partly due to accident. There were no stone quarries in these val¬ 
leys, and most buildings were made of baked brick which, in course of 
time, weathered away and feU to dust. Even sculpture in stone was 
comparatively rare. But this is not the only explanation of the fact that 
relatively few early works of their art have co~e down to us. The main 
reason is probably that these people did not share the rehgious behef 
of the Egyptians that the human body and its likeness must be pre¬ 
served if the soul is to continue. In the ver>-early times, when a people 
called the Sumerians ruled in the capital of Ur, kings were still buried 
with their whole household, slaves and all, so that they should not lack 
a following in the world beyond. Graves of this penod have recently 
been discovered, and we can now admire some of the household goods 
of these ancient, barbarous kings in the British .Museum. We see how 
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much refinement and artistic skiU can go together with primitive su¬ 
perstition and cruelt}'. 



41. Fragmattof Ur. Made abou 


:-i wood, found in British Museum 
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42. Monument of King Karam-sin found in Susa. About 2500 B.C. Par¬ 
is, Lou\Te 

There was, for instance, a harp in one of the tombs, decorated with 
fabulous animals ,Fig. 41). They look rather like our heraldic beasts, 
not only in their general appearance but also in their arrangement, for 
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the Sumerians had a taste for symmetry" and precision. We do not 
know exactly what these fabulous animals were meant to signify, but it 
is almost certain that they were figures from the m\"tholog}" of these 
early days, and that the scenes which look to us like pages from a 
children's book had a very solemn and serious meaning. 

Though artists in Mesopotamia were not called upon to decorate the 
walls of tombs, they, too, had to ensuxe, in a difterent way, that the 
image helped to keep the might}' ahve. From early times onwards it 
was the custom of AVesopotamian kings to commission monuments to 
their \-ictories in war, which told of the tribes that had been defeated, 
and the boot}- that had been taken. Fig. 42 shows such a rehef repres¬ 
enting the king who tramples on the body of his slain foe, while others 
of his enemies beg for mercy. Perhaps the idea behind these monu¬ 
ments was not only to keep the memon," of these victories ahve. In 
early times, at least, the ancient beliefs in the power of the image may 
still have inliuenced those who ordered them. Perhaps they thought 
that, as long as the picture of their king with his foot on the neck of the 
prostrate enemy stood there, the defeated tribe would not be able to 
rise again. 

In later times such monuments developed into complete picture- 
chronicles of the king's campaign. The best preserved of these chron¬ 
icles dates from a relatively late period, the reign of King Asumasirpal 
III of AssjTia, who lived in the ninth 
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43, Assyn A i; arn-.y tiitcgiris jUr:Tcs.'. .\labaster reiiet irom the Palace 
A 'i rs;:.:; ..sumasirpal III. About 850 B.C. London, British .Museum 

centun- B.C., a little later than the biblical King Solomon. They are 
kept in the British Museum. There we see all the episodes of a well-or¬ 
ganized campaign; we see the army crossing rivers and assaulting fort¬ 
resses (Fig. 43), their camps and their meals. They way in which these 
scenes are represented is rather similar to Egyptian methods, but per¬ 
haps a httle less tidy and rigid. As one looks at them, one feels as if one 
were watching a newsreel of 2,000 years ago. It all looks so real and 
con\'incing. But as we look more carefully we discover a curious fact: 
there are plenty of dead and wounded in these gruesome wars—but 
not one of them is an Ass A Tian. The art of boasting and propaganda 
was well advanced in these early days. But perhaps we can take a 
slightly more charitable view of these old Assyrians. Perhaps even they 
w ere still ruled by the old superstition which has come into this story 
so often: the superstition that there is more in a picture than a mere 
picture. Perhaps they did not want to represent wounded Assyrians for 
some such strange reason. In any case, the tradition which began then 
had a very long life. On all these monuments which glorify' the 
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warlords of the past, war is no trouble at all. You just appear, and the 
enemy is scattered like chaff in the wind. 



44. An Egyptian craftsman at work on a golden sphinx. Wall-painting 
from a tomb in Thebes. 

About 1400 B.C. 

CHAPTER 3 • THE GREAT AWAKENING Greece J Sezenth to Fifth 
Century B.C. 
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45. A Doric Ten A : the Parthaion. Athens, Acropolis. Designed by 
iktinls, about 450 B.C. 

IT was in the great oasis lands, where the sun biims mercilessly,and 
where only the land watered by the rivers provides food, that the earli¬ 
est st}"les of art had been created under Oriental despots, and these 
sr.-les remained almost imchanged for thousands of years. Conditions 
were ver}" difierent in the milder climes of the sea which bordered 
these empires, on the many islands, large and small, of the eastern 
.\iediterranean and the many-creeked coasts of the peninsulas of 
Greece and Asia Minor. These regions were not subject to one ruler. 
They were the hiding-places oi adventurous seamen, of pirate-kings 
who travelled far and wide and piled up great wealth in their castles 
and harbour-towns by means of trade and sea-raiding. The main 
centre of these areas was originally the island of Crete, whose kings 
were at times sufficiently rich and powerful to send embassies to 
Egypt, and whose art created an impression even there j?. 42). 
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Xo one knows exactly who the people were who ruled in Crete, and 
whose art was copied on the Greek mainland, particularly in Mycenae. 
We only know that, round about icxx> B.C., warlike tribes fkx»m 
Europe penetrated to the rugged peninsula 

The Great Azvakening 



46. The mourning of the dead. From a Greek vase in the 'Geometric 
Style' made about 700 B.C. 

London, British Museum 

of Greece and to the shores of Asia Minor, and fought and defeated the 
former inhabitants. Only in the songs which tell of these battles does 
something sunive of the splendour and beaut}' of the art which was 
destroyed in these protracted wars, for these songs are the Homeric 
poems, and the new arrivals were Greek tribes. 

In the first few centuries of their domination of Greece the art of these 
tribes looked harsh and primitive enough. There is nothing of the gay 
movement of the Cretan st>'le in these works; rather did they seem to 
outdo the Egyptians in rigidity. Their potter}’ was decorated with 
simple geometric patterns, and where a scene was to be represented it 
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formed part of this strict design. Fig. 46, for instance, represents the 
mourning for a dead man. He is lying on his bier, while figures right 
and left raise their hands to their heads in the ritual lament which is 
the custom in nearly all primitive societies. 

Something of this love of simplicity and clear arrangement seems to 
have gone into the st A 'le of building which the Greeks introduced in 
these early days, and which, strange to say, still Uves on in our own 
towns and villages. Fig. 45 shows a Greek temple of the old style which 
is called after ±e Doric tribe. This was the tribe to which the Spartans, 
who were noted for their austerit}-, belonged. There is, indeed, noth¬ 
ing imnecessary in these buildings, nothing, at least, of which we do 
not see, or believe we see, the purpose. Probably the earliest of such 
temples were built of timber, and consisted of little else than a small 
walled cubicle to hold the image of the god, and, around it, strong 
props to carry the weight of the roof. About the year 600 B.C. the 
Greeks began to imitate these simple structures in stone. The wooden 
props were turned into columns which supported strong crossbeams 
of stone. These crossbeams are called architraves, and the whole unit 
resting on the 
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columns goes under the name of entablature. We can see traces of the 
timber structure in the upper pan, which looks as if the ends of beams 
were showing. These ends were usually marked with three sUts, and 
are therefore called by the Greek word trigh-phs, which means 'three 
sUts'. The space between these beams is called metope. The astonish¬ 
ing thing in these early temples, which so clearly imitate timber build¬ 
ings, is the simphcit\- and harmony of the whole. If the builders had 
used simple square pillars, or cylindrical columns, the building might 
have looked hea\'\' and clumsy. Instead, they took care to shape the 
columns so that there was a slight swelling towards the middle and a 
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tapering off towards the top. The result is that they look almost as 
though they were elastic, and as though the weight of ±e roof was just 
slightly compressing them, without, however, squeezing them out of 
their shape. It almost seems as if they were Hving beings who carried 
their loads with ease. Though some of these temples are large and im¬ 
posing, they are not colossal like Egyptian buildings. One feels that 
they were biult by human beings, and for human beings. In faa, there 
was no divine ruler over the Greeks who could or would have forced a 
whole people to slave for him. The Greek tribes had settled down in 
various small cities and harbour-towns. There was much rivalry and 
friction between these small communities] but none of them suc¬ 
ceeded in lording it over aU the others. 

Of these Greek cit\—states, Athens m Attica became by far the most 
famous and the most important in the history of art. It was here, above 
all, that the greatest and 




47- Statue of a Youth. Found in Delphi, 
signed by pol ymedes of .\rgos, and 
probably representing one of the brothers 




Qeobis and Biton. About 580 B.a 
Delphi, Museum 
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most astonishing revolution in the whole history of art bore fruit. It is 
hard to tell when and where this revolution began—perhaps roughly at 
the time when the first temples of stone were being built in Greece, in 
the sixth century B.C. We know that before that time the artists of the 
old Oriental empires had striven for a peculiar kind of perfection. They 
had tried to emulate the art of their forefathers as faithfully as pos¬ 
sible, and to adhere strictly to the sacred rules they had learned. When 
Greek artists began to make statues of stone, they started where the 
Egyptians and Assyrians had left off. Fig. 47 shows that they studied 
and imitated Egyptian models, and that they learned from them how 
to make the figure of a standing young man, how to mark the divisions 
of the body and the muscles which hold it together. But it also shows 
that the artist who made this statue was not content to follow any for¬ 
mula, however good, and that he began experimenting for himself. He 
was obviously interested in finding out what knees really looked like. 
Perhaps he did not quite succeed; perhaps the knees of his statue are 
even less convincing than those of Egyptian statues; but the point was 
that he had decided to have a look for himself instead of following the 
old prescription. It was no longer a question of learning a ready-made 
formula for representing the human body. Every Greek sculptor 
wanted to know how he was to represent a particular body. The Egyp¬ 
tians had based their art on knowledge. The Greeks began to use their 
eyes. Once this revolution had begun, there was no stopping it. The 
sculptors in their workshops tried out new ideas and new ways of rep¬ 
resenting the human figure, and each innovation was eagerly taken up 
by others who added their own discoveries. One discovered how to 
chisel the trunk, another found out that a statue may look much more 
alive if the feet are not placed too firmly on the ground. Yet another 
would discover that he could make a face come alive by simply 
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bending the mouth upwards so that it appeared to smile. Of course, 
the Egyptian method was in many ways safer. The experiments of the 
Greek artists sometimes misfired. The smile might look like an embar¬ 
rassed grin, or the less rigid stance might give the impression of affect¬ 
ation. But the Greek artists were not easily frightened by these diffi¬ 
culties. They had set out on a road on which there was no turning 
back. 

The painters followed suit. We know Uttle of their work except what 
the Greek writers tell us, but it is important to realize that many Greek 
painters were even more famous in their time than the Greek 
sculptors. The only way in which we can form a vague idea of what 
Greek painting was like is by looking at the pictures on pottery. These 
painted vessels are generally called vases, although they were intended 
more often to hold wine or oil than flowers. The painting of these 
vases developed into an important industry in Athens, and the humble 
craftsmen employed in these workshops were just as eager as the other 
artists to introduce the latest discoveries into their products. In the 
early vases, painted in the sixth century B.C., we still see traces of the 
Egyptian methods (Fig. 48). We see the two heroes from Homer, 
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Achilles and Ajax, playing draughts in their tent. Both figures are still 
shown strictly in profile. Their eyes still look as seen from in front. But 
their bodies are no longer drawn in the Egyptian fashion, nor are 
their arms and hands set out so clearly and so rigidly. The painter had 
obviously tried to imagine what it would really look like if two people 
were facing each other in that way. He was no longer afraid of showing 
only a small part of Achilles' left hand, the rest being hidden behind 
the shoulder. He no longer thought that anything he knew to be there 
must also be shown. Once this ancient rule was broken, once the artist 
began to rely on what he saw, a veritable landslide started. Painters 
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made the greatest discovery of all, the discover}.' of foreshonening. It 
was a tremendous moment in the history of art when, perhaps a Httle 
before 500 B.C., artists dared for the first time in all history' to paint a 
foot as seen from in front. In all the thousands of Eg%-ptian and 
Ass}Tian works which have come down to us, nothing of that kind had 
ever happened. A Greek vase (Fig. 49) shows with what pride this dis¬ 
cover}' was taken up. We see a yoimg warrior putting on his armour 
for battie. His parents on either side, who assist him and probably give 
him good advice, are still represented in rigid profile. The head of the 
youth in the middle is also shown in profile, and we can see that the 
painter did not find it too easy to fit this head on to the body, which we 
see from the front. The right foot, too, is still drawn in the 'safe' way, 
but the left foot is foreshortened —we see the five toes Uke a row of 
five littie circles. It may seem exaggerated to dwell for long on such a 
small detail, but it really meant that the old art was dead and buried. It 
meant that the artist no longer aimed at including ever\thing in the 
pictvire in its most clearly visible form, but took account of the angle 
from which he 
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48. Greek vase in the 'Biacp.j-.gureJ AA ryu’ :ct:h Achuus and Ajax 
playing draughts. Signed by EXEKI.4S. About 540 B.C Vatican 
.Museum 


The Great Awakening 




87/730 



49 - The Warrior's Leavetaking. After a vase of the 'Redfigiired Style' 
signed by edthymides, about 500 B.C. Munich, Antiquarium 

saw an object. And immediately beside the foot he showed what he 
meant. He drew the youth's shield, not in the shape in which we might 
see it in our imagination as a roimd, but seen from the side, leaning 
against a wall. 

But as we look at this picture and the previous one, we also realize that 
the lessons of Egyptian an had not simply been discarded and thro\vn 
overboard. Greek artists snll tried to make their figures as clear in out¬ 
line as possible, and to include as much of their knowledge of the hu¬ 
man body as would go into the picture without doing violence to its 
appearance. They stiU loved firm outlines and balanced design. They 
were far from tn'ing to copy any casual glimpse of nature as they saw 
it. The old formula, the t\pe of huiman form as it had developed in all 
these centuries, was stiD their starting-point. Only they no longer con¬ 
sidered it sacred in every detail. 
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The great revolution of Greek art, the discovery of natural forms and 
of foreshortening, happened at the time which is altogether the most 
amazing period of human histor}-. It is the time when people in the 
Greek cities began to question the old traditions and legends about the 
gods, and inquired without prejudice into the nature of things. It is the 
time when science, as we understand the term todzy, and philosophy 
first awoke among men, and when the theatre first developed out 

of the ceremonies in honour of Dionysus. We must not imagine, 
however, that the artists in those days were among the intellectual 
classes of the cit%\The rich Greeks who managed the affairs of their 
cit}', and who spent their time in the market-place in endless argu¬ 
ments, perhaps even the poets and philosophers, mostly looked down 
on the sculptors and painters as inferior persons. Artists worked with 
their hands, and they worked for a hving. They sat in their foundries, 
covered with sweat and grime, they toOed hke ordinary- naxxies, and 
so they were not considered full members of the Greek societj-. Never¬ 
theless, their share in the life of the city was infinitely greater than that 
of an Egyptian or an Assyrian craftsman, because most Greek cities, 
Athens in particular, were democracies in which these humble workers 
who were despised by the well-to-do snobs were yet allowed to share 
to some extent in the business of government. 

It was at the time when Athenian democracy' had reached its highest 
level that Greek art came to the summit of its development. After 
Athens had defeated the Persian invasion, the people, under the lead¬ 
ership of Pericles, began to build again what the Persians had des¬ 
troyed. In 480 B.C. the temples on the sacred rock of Athens, the Acro¬ 
polis, had been burned down and sacked by the Persians. Now they 
were to be built in marble and with a splendour and nobiht}" never 
known before Fig. 45). Pericles was no snob. The ancient writers imply 
that h; treated the artists of his time as his equals. The man he entrus¬ 
ted with the planning of the temples was the architea Iktinus, and the 
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sculptor who was to fashion the figures of the gods and to super\-ise 
the decoration of the temples was Pheidias. 

The fame of Pheidias is foimded on works which no longer exist. But it 
is not unimponant to tr\- to imagine what they were like, because we 
forget too easily what purpose Greek an still served at that time. VTe 
read in the Bible how the prophets inveighed against the worship of 
idols, but we do not usually connect any \-e.T\ concrete ideas with 
these words. There are many passages like the following from Jeremi¬ 
ah x. 3-5): 

'For the ctisioms of the people are vain; for one cutteth a tree out of 
the forest, the work of the hands of the workman, with the axe. They 
deck it with silver and with gold; they fasten it with nails and with 
hammers, that it move not. They are upright as the pakntree, but 
speak not: they must needs be borne, because they cannot go. Be not 
afraid of them; for they cannot do evil, neither also is it in them to do 
good.’ 

A 'hat Jeremiah had in mind were the idols of Mesopotamia, made of 
wood and precious metals. But his words would apply almost exacdy 
to the works of Pheidias, made only a few centuries after the prophet's 
lifetime. As we walk along the rows of white marble statues from clas¬ 
sical antiquity- in the great museums, we too often forget that among 
±em are these idols of which the Bible speaks: that people prayed be¬ 
fore them, that sacrifices were brought to them amidst strange incant¬ 
ations, and 
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50. Athena Parthenos. Roman marble copy after a big temple 
statue made by pheidias between 447 and 432 B.C. 

Athens, National Museum 
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that thousands and tens of thousands of worshippers may have ap¬ 
proached them with hope and fear in their hearts—wondering, as the 
prophet says, whether these statues and graven images were not really 
at the same time gods themselves. In fact, the ver}' reason why nearly 
all the famous statues of the ancient world perished was that after the 
victory of Christianity' it was considered a pious duty to smash any 
statue of the heathen gods. The sculptures in our museums are, for the 
most part, only secondhand copies made in Roman times for travellers 
and colleaors as souvenirs, and as decorations for gardens or public 
baths. We must be very grateful for these copies, because they give us 
at least a faint idea of the famous masterpieces of Greek an; but unless 
we use our imagination these weak imitations can also do much harm. 
They are largely responsible for the widespread idea that Greek art 
was hfeless, cold and insipid, and that Greek statues had that chalky 
appearance and vacant look 
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51. Hercules carrying the Heorcetis. From the Temple of Zeus at 
Olympia. About 460 B.C. Olympiaj Museum 

which reminds one of old-fashioned drawing classes.The only copy of 
the great idol of Pallas Athene, for instance, which Pheidias made for 
her temple in the Parthenon Fig. 50}, hardly looks ver\- impressive. 
We must mm to old descriptions and try to picture what it was like: a 
gigantic wooden image, some thirty-sLx feet high, as high as a tree, 
covered all over with precious material—the armour and garments of 
gold, the skin of ivon.". There was also plenty." of strong, s hinin g col- 
oux on the shield and other parts of the armour, not forgetting the 
eyes which were made of ghstening jewels. There were griffons on the 

golden helmet of the goddess, and the eyes of a huge snake which was 
coiled inside the shield were, no doubt, also marked by shining stones. 
It must have been an awe-inspiring and tincanny sight when one 
entered the temple and suddenly stood tace to face with this gigantic 
statue. There was no doubt something almost primitive and savage in 
some of its features, something which still linked an idol of this kind 
with the ancient superstitions against which the prophet Jeremiah had 
preached. But alreadv these primitive ideas about the gods as formid¬ 
able demons who dwelt in the statues had ceased to be the main thing. 
Pallas Athene, as Pheidias saw her and as he fashioned her statue, was 
more than the mere idol of a demon. From all accovmts we know that 
his statue had a dignit}" which gave the people quite a different idea ot 
the character and meaning of their gods. The Athene of Pheidias was 
hke a great human being. Her power lay, not in any magic spells, but 
in her beaut\-. People realized at the dme that the art of Phaidias had 
given the people of Greece a new conception of the di\Tne. 

The vxo great works of Pheidias, his A±ene and his famous statue of 
Zeus in Oh-mpia, have been irretrievably lost, but the temples in 
which they were placed still exist, and with them some of the 
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decorations that were made at the time ot Pheidias. The temple in Oh- 
mpia is the older one; it was perhaps begun round about 4-0 B.C., and 
finished before 45- B.C. In the squares A A metopes) over the architrave 

the deeds of Hercules were represented. Fig. 51 shows the episode 
when he was sent to fetch the apples of the Hesperides. That was a 
task which even Hercules could not, or would not, perform. He en¬ 
treated Atlas, who bore the heavens on his shoulders, to do it for him 
and Atlas agreed on condition that Heroiles would carr}-his burden in 
the meantime. On this relief Atlas is shown returning with the golden 
apples to Hercules, who stands taut beneath his htige load. Athene, his 
amning helper in all his deeds, has put a cushion on his shoulder to 
make it easier for him. In her right hand she once held a metal spear. 
The whole storj- is told with a wonderful simplicity and clarity. We feel 
that the artist still preferred to show a figure in a straightforward atti¬ 
tude, from the front or side. Athene is shown squarely facing us, and 
only her head is turned sideways towards Hercules. It is not difficult to 
sense in these figures the lingering influence of the rules which gov¬ 
erned Egyptian an. But we feel that the greamess, the majestic calm 
and strength which belong to these statues, are also due to this observ¬ 
ance of ancient rules. For these rules had ceased to be a hindrance, 
cramping the artist's freedom. The old idea that it was important to 
show the structure of the body—its main hinges, as it were, which help 
us to realize how it all hangs together—spurred the artist on to explore 
the anatomy of the bones and muscles, and to build up a convincing 
picture of the human figure which remains visible even under the flow 
of the draper.'. The way, in faa, in which Greek artists used the 
draper)" to mark these main divisions of the body still shows what im¬ 
portance they attached to the knowledge of form. It is this balance 
between an adherence to rules and a freedom within the rules which 
has made Greek art so much admired in later centuries. It is for this 
that artists have returned again and again to the masterpieces of Greek 
art for guidance and inspiration. 
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The tj-pe of work which Greek artists were frequently asked to do may 
have helped them to perfect their knowledge of the human body in ac¬ 
tion. A temple like that of Olympia was surrounded by statues of vic¬ 
torious athletes dedicated to the gods. To us this may seem a strange 
custom for, however popular ouur champions may be, we do not ex¬ 
pect them to have their poruaits made and presented to a church in 
thanksgiving for a victory achieved in the latest match. But the great 
sports ralhes of the Greeks, of which the OhTnpic Games were, of 
course, the most famous, were something ver%" different from our 
modem contests. They were much more closely connected with the re¬ 
ligious beliefs and rites of the people. Those who took part in them 
were not sportsmen—whether amateur or professional— A but mem¬ 
bers of the leading families of Greece, and the victor in these games 
was looked upon with awe as a man whom the gods had favoured with 
the spell of invincibiht}-. It was to find out on whom this blessing of 
victoriousness rested that the games were originally held, and it was to 
commemorate and perhaps to perpetuate these signs of divine grace 
that the winners commissioned their statues from the most renowned 
artists of the time. 
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52. Head of the bronze statue of j 
Delphi, Museum 

Diggings in Olj'mpia have unearthed a good many of the pedestals on 
which these famous statues rested, but the statues themselves have 
disappeared. They were mostly made of bronze and were probably 
melted down when metal became scarce in the Middle Ages. Only in 
Delphi has one of these statues been found, the figure of a charioteer 
whose head is shown in Fig. 52. It is amazingly different from the gen¬ 
eral idea one may easily form of Greek art when one only looks at cop¬ 
ies. The eyes which look often so blank and expressionless in marble 
statues or are empty in 

bronze-heads are marked in coloured stones—as the}- always were at 
that time. The hair, eyes and lips were sHghtly gilt which gave an ef¬ 
fect of richness and warmth to the whole face. And yet such a head 
never looked gaudy or Milgar. We can see that the artist was not out to 
imitate a real face with all its imperfections but that he shaped it out of 
his knowledge of the himian form. We do not know whether the chari¬ 
oteer is a good likeness— probably it is no 'likeness' at all in the sense 
in which we understand the word. But it is a convincing image of a hu¬ 
man being, of wonderful simphcity and beauty. 

Works like this which are not even mentioned by the classical Greek 
writers remind us what we must have lost in the most famous of these 
statues of athletes such as the 'Discus Thrower' by the Athenian 
sculptor Myron, who probably belonged to the same generation as did 
Pheidias. Various copies of this work have been found which allow us 
at least to form a general idea of what it looked like (Fig. 53). The 
young athlete was represented at the moment when he is just about to 
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hurl the hea%'y discus. He has bent down and swung his arm back¬ 
wards so as to be able to throw with greater force. At the next moment 
he will spin round and let fly, supporting the throw with a turn of his 
body. The attitude looks so comincing that modem athletes have taken 
it for a model and have tried to learn from it the exact Greek st\ie of 
throwing the discus. But this has proved less easy than they had 
hoped. They had forgonen that AisTon's statue is not a 'still' from a 
sports reel but a Greek work of art. In faa if we look at it more carefully 
we shall find that MjTon has achieved his astonishing effect of move¬ 
ment m ainl y through a new adaptation of ver%' ancient artistic meth¬ 
ods. Standing in front of the statue and Thinking only of its outlines 
we become suddenly aware of its relation to the tradition of Egyptian 
art. Like the Egyptians, Myron has given us the trunk in front view, 
the legs and arms in side view, like them he has composed his picture 
of a man's body out of the most charaaeristic views of its parts. But im- 
der his hands this old 
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53 - Discus 7 :. J _ . Roman marble 
copy, after a bronze siarue by M y R o K. 
About 450 B.C. Mvmich,, Gh-ptothek 
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54. Charioteers. Detail from the marble frieze of the Parthenon. About 
440 B.C. Londonj British Museum 

and outworn formula has become something entirely different. In¬ 
stead of fitting these views together into an unconvincing likeness of a 
rigid pose, he asked a real model to take up a similar attitude and so 
adapted it that it could look like a convincing representation of a body 
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in motion. Whether or not this corresponds to the exact movement 
most suitable for throwing the discus is hardly relevant. What matters 
is that Myron conquered movement just as the painters of his time 
conquered space. 

Of all Greek originals which have come down to us the sculptures from 
the Parthenon reflect this new freedom perhaps in the most wonderful 
way. The Parthenon (Fig. 45) was completed some twenty’ years after 
the temple of Olympia, and in that brief span of time artists had ac¬ 
quired an ever greater ease and facility in solving the problems of con¬ 
vincing representation. We do not know who the sculptors were who 
made these decorations of the temple, but as Pheidias made the statue 
in the shrine it seems likely that his workshop also provided the other 
sculptures. 

Figs. 54 and 55 show fragments of the long band or frieze that ran 
round the building under the roof and represented the annual proces¬ 
sion on the solemn festival 
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55 - Detail from the procession of horsemen, the marble frieze of the 
Parthenon. About 440 n.c. 

London, British Museum 

of the goddess. There were always games and sports displays during 
these festivities, one of which consisted in the dangerous feat of driv¬ 
ing a chariot and jumping on and off while the four horses galloped 
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along. It is such a display that is shown in Fig. 54. At first it may be 
difficult to find one's way about on ±at first fragment 
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because the relief is ven' badly damaged. Not only is part of the surface 
broken off, the whole of the colour has gone which probably made the 
figures stand out brightly against an intensely coloured backgroimd. 
To us the colour and texture of fine marble is something so wonderful 
that we would never want to cover it with paint, but the Greeks even 
painted their temples with strong contrasting colours such as red and 
blue. But, however Httle may be left of the original work, it is always 
worth while with Greek sculptures to tr\- to forget what is not there 
for the sheer joy of discovering what is left. The first we see in our 
fragment is the horses, four of them, one behind the other. Their 
heads and their legs are sufficiendy well preserved to give us an 

idea of the master}' with which the artist contrived to show the struc¬ 
ture of the bones and muscles without the whole looking stiff or diy. 
Soon we see that the same must also have been true of the human fig¬ 
ures. We can imagine from the traces that are left how freely they 
moved and how clearly the muscles of their bodies stood out. Fore¬ 
shortening no longer presented a great problem to the artist. The arm 
with the shield is drawn with perfect ease, and so is the flunering crest 
of the helmet and the bulging coat which is blown by the wind. But all 
these new discoveries do not 'run away’ with the artist. However much 
he may have enjoyed this conquest of space and movement, we do not 
feel that he is eager to show off what he can do. However Uvely and 
spirited the groups have become, they still fit well into the arrange¬ 
ment of the solemn procession which moves along the wall of the 
building. He has retained something of the artistic wisdom of arrange¬ 
ment which Greek art derived from the Egj-ptians and from the 
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training in geometrical patterns which had preceded the Great 
Awakening. Ever>' Greek work from that 



56 . 

Tombstone of Hegeso. About 420 B.C. .Athens, National iViuseum 

great periods show this wisdom and skill in the distribution of figures, 
and it is this sense of poise which turns a simple tombstone like Fig. 
56 into a great work of art. The relief shows Hegeso, who is buried un¬ 
der the stone, as she was in life. A servant girl stands in front of her 
and offers her a chest from which she seems to selea a piece of jew¬ 
eller}'. It is a quiet scene which we might compare to the Egyptian rep¬ 
resentation of Tutankhamen on his throne with his wife adjusting his 
collar (page 44, Fig. 39). The Egj'ptian work, too, is wonderfully clear 
in its outline, but despite the faa that it dates from an exceptional 





102/730 


period of Egyptian art it is rather stiff and unnatural. The Greek rehef 
has shed all these awkward limitations, but it has retained the lucidit>' 
and beauty of the arrangement which is no longer geometrical and an¬ 
gular but free and relaxed. The way the upper half is framed by the 
curve of the two women's arms, the way these lines are answered in 
the curves of the stool, the simple method by which Hegeso's beautiful 
hand becomes the centre ot attention, the flow of the drapery round 
the forms of the body—all this combines to produce that simple har¬ 
mony which only came into the world with Greek art of the fifth 
century. 

57. Greek Sculptor's Xforkshop. Left: The bronze foundry tcith 
sketches on the wall. 

Right : Man at work on a headless statue, the head lying on the 
ground. From a Greek bowl. 


About 480 B.C. Berlin, Museum 
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59- PRAXITELES: Head of Hermes. Detail of Fig. 62 
CHAPTER 4 • THE REALM OF BEAUTY 
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Greece atid the Greek World, Fourth Century B.C. to First Centurv 
A.D. 



THE great awakening of an to freedom had taken place in the hundred 
years between, roughly, 5:10 and 420 b.c Towards the end of the fifth 
centun-, artists had become fully conscious of their ix)wer and mas¬ 
tery, and so had the public. Though artists were still looked upon as 
craftsmen and, perhaps, despised by the snobs, an increasing nimiber 
of people Ix A an to be D 
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interested in their work for its own sake, and not only for the sake of 
its religious or political functions. People discussed the merits of the 
various 'schools’ of art; that is to say, of the various methods, stj’les 
and traditions which distinguished the masters in different cities. 
There is no doubt that the comparison and competition between these 
schools stimulated the artists to ever-greater efforts, and helped to 
create that varierj- which we admire in Greek art. In architecture, vari¬ 
ous stj'les began to be used side by side. The Par-menon had been 
built in the Doric stj A le Fig- 45/3 but in the later buildings of the 
Acropolis the forms of the so-called Ionic style were introduced.The 
biuldiug which shows it at its most perfect is the Temple of Poseidon 
called the Erechtheion (Fig. 60). The principle of these temples is the 
same as that of the Doric ones, but the whole appearance and charac¬ 
ter are ven." different. The columns of the Ionic temple are much kss 
robust and strong. The}- are like slender shafts, and the capital or 
headpiece is no longer a simple unadorned cushion, but is richly dec¬ 
orated with volutes on the sides, which again seem to express the fimc- 
tion of the part which carries the beam on wfakli tibe roof rests. The 
whole impression of these buildings with their finely wrcH A fat details 
is one of infinite grace and ease. 

The same characteristics of grace and ease also mark the sculpture and 
painting of this period, which begins with the generation after Pheidi- 
as. Athens, during this period, was involved in a fearful war with 
Sparta which ended her prosperit}- and that of Greece. In 408 B.C., 
during a brief spell of peace, a small temple to the goddess of %"ictory 
was erected on the Acropolis, and its sculptures and ornaments show 
tbe change of taste towards deUcacj A and refinement which is also re- 
fleaed in the Ionic style. The figures have been sadly mutilated, but I 
should hke nevertheless to illustrate one of them (Fig. 61) to show how 
beautiful even this broken figure without head or hands still is. It is 
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the figure of a girl, one of the goddesses of victory, stooping to fasten a 
loosened sandal as she walks. With what charm this sodden halt is 
portrayed, and how softly and richly the thin draper}' falls over the 
beautiful body! We can see in these works that the artist could do 
whatever 
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he wanted. He was no longer struggling with any difficult}' in repres¬ 
enting movement or foreshortening. This very ease and virtuosity’ 
made him perhaps a little self-conscious. The artist of the Parthenon 
frieze (p. 61, Fig. 54) did not seem to think overmuch about his art or 
what he was doing. He knew that his task was to represent a proces¬ 
sion, and he took pains to represent it as clearly and well as he could. 
He was hardly conscious of the fact that he was a great master of 
whom old and young alike would still be talking thousands of years 
later. The frieze of the Victory temple shows, perhaps, the beginning of 
a change of attitude. This artist was proud of his immense power, as 
well he might be. And so, gradually, during the fourth century, the ap¬ 
proach to art changed. Pheidias' statues of gods had been famous all 
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over Greece as representations of gods. The great temple statues of the 
fourth century earned their reputation more by virtue of their beauty 
as works of art. People discussed pictures and 

69 
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PRAXITELES: Hcniies tvirh yoioig Dionysus. About 350 B.C. 
Olympia, Museum 

Statues as they discussed poems and plays; they praised their beauty 
or criticized their form and stj'le. 

The greatest artist of that century, Praxiteles, was above all famed for 
the charm of his work and for the sweet and insinuating character of 
his creations. His most celebrated work, whose praise was sung in 
many poems, represented the goddess of Love, the youthful Aphrodite, 
stepping into her bath. But this work has disappeared; only one origin¬ 
al statue by him is known, and it was by no means so famous 

in antiquin'. It represents the god Hermes holding young Dionysus on 
his arm and playing with him (Fig. 62, and p. 66, Fig. 59). If we look 
back at page 51, Fig. 47, we see what an enormous distance Greek art 
has travelled in t\vo hundred years. In the work of Praxiteles all traces 
of rigidity' have gone. The god stands before us in a relaxed pose 
which does not impair his dignit A ». But, if we think about the way in 
which Praxiteles has achieved this effect, we begin to realize that even 
then the lesson of ancient an had not been forgonen. Praxiteles, too, 
takes care to show us the hinges of the body, to make us imderstand its 
working as clearly as possible. But he can now do all that without 
keeping his statue stiff and lifeless. He can show the muscles and 
bones swelling and moving under the soft skin, and can give the im¬ 
pression of a hving body in all its grace and beaut}'. Nevertheless, it is 
necessary to understand that Praxiteles and the other Greek artists 
achieved this beaut)’ through knowledge. There is no hving body quite 
as symmetrical, well-built and beautiful as those of the Greek statues. 
People often think that what the artists did was to look at many mod¬ 
els and to leave out any feature they did not like: that they started by 
carefully copying the appearance of a real man, and then beautified it 
by omitting any irregularities or traits which did not conform to their 
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idea of a perfect body. They say that Greek artists 'ideahzed' nature, 
and they think of it in terms of a photographer who touches up a por¬ 
trait by deleting small blemishes. But a touched-up photograph and an 
ideahzed statue usually lack character and vigour. So much has been 
left out and deleted, that htde remains but a pale and insipid ghost of 
the model. The Greek approach was really exactly the opposite. 
Through all these centuries, the artists we have been discussing were 
concerned with infusing more and more life into the ancient husks. In 
the time of Praxiteles their method bore its ripest fruits. The old t}pes 
had begun to move and breathe under the hands of the skilful 
sculptor, and they stand before us like real human beings, and yet as 
beings from a different, better world. They are, in fact, beings from a 
different world, not because the Greeks were healthier or more beauti¬ 
ful than other men—there is no reason to think they were—but be¬ 
cause art at that moment had reached a point at which the tj-pical and 
the individual were poised in a new and dehcate balance. Many of the 
most famous works of classical art which were admired in later times 
as representing the most perfect t\'pes of human beings are copies or 
variants of statues which were created in this period, the middle of the 
fourth centur}- B.C. The Apollo Belvedere (Fig. 63) shows the ideal 
model of a man's body. As he stands before us in his impressive pose, 
holding up the bow in the extended arm and the head turned sideways 
as if he was following the arrow with his eyes, we have no difficult}' in 
recognizing the faint echo of the ancient scheme in which each part of 
the body was given its most characteristic view. Among the famous 
classical statues of Venus, the Venus of Milo (so called because it was 
found on the island of Melos) is perhaps the best known (Fig. 64). 
Probably it belonged to a group of 
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63 - Apollo Belvedere. 

Romaa marble copy ;the hands modem,: after 
a Greek statue probably dating from 
about 350 B.C. Vatican, Museum 

64. The Venus of Milo. Greek statue of first century B.C. Probably im¬ 
itation of a fourth-century work. Paris, Louvre 

Venus and Cupid which was made in a somewhat later period, but 
which used the achievements and the methods of Praxiteles. It, too, 
was designed to be seen from the side (Venus was extending her arms 
towards Cupid), and again we can admire the clarit\- and simpUcit\- 
with which the artist modelled the beautiful body, the way he marked 
its main divisions without ever becoming harsh or vague. 
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Of course, this method of creating beaut}' by making a general and 
schematic figure more and more lifehke until the marble's surface 
seems to hve and breathe has one drawback. It was possible to create 
convincing human t}-pes by this means, but would this method ever 
lead to the representation of real individual human beings ? Strange 
as it may sound to us, the idea of a portrait, in the sense in which we 
use the word, did not occur to the Greeks imtil rather late in the fourth 
century. True, we hear of portraits made in earher times (p. 59, Fig. 
52), but these statues were probably not ver}- good Kkenesses. A por¬ 
trait of a general was httle more ±an a picttire of any good-looking sol¬ 
dier with a helmet and a staff. The amst never reproduced the shape of 
his nose, the furrows of his brow or his individual expression. 



65. Head of Alexander the Great. Probably 
copy after a portrait by lysippus. About 
330 B.C. Istambul, Museum 
The Realm of Beauty 
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It is a strange fact, which we have not yet discussed, that Greek artists 
in the works we have seen have avoided giving the faces a particular 
expression. This is really more astonishing than it seems at first sight, 
because we can hardly scribble any simple face on our blotting-paper 
without giving it some marked (usually a funny) expression. Greek 
statues, of course, are not expressionless in the sense of looking dull 
and blank, but tlieir faces never seem to betray any definite feeling. To 
do that, the Greek masters would have had to show the play of the fea¬ 
tures, which would have distorted and destroyed the simple regu-lar- 
it}' of the head. 

It was in the generation after Praxiteles, towards the end of the fourth 
century, ±at this further great discovery was made in art. By the time 
of Alexander the Great, towards the end of the fourth century, the 
heads of the statues usually look much more animated and alive than 
the beautiful faces of earlier works.Together with this mastery of ex¬ 
pression, artists also learned to seize the individual character of a 
physiognomy and to make portraits in our sense of the word. It was in 
the time of Alexander that people started to discuss this new art of 
portraiture. A writer of ±at period, caricaturing the irritating habits of 
flatterers and toadies, mentions that they always burst out in loud 
praise of the striking likeness of their patron's portrait. Alexander 
himself preferred to be portrayed by his court sculptor Lysippus, the 
most celebrated artist of the day, whose faithfulness to nature aston¬ 
ished his contemporaries. His portrait of Alexander is thought to have 
come down to us in a copy (Fig. 65), and we can see from it how much 
art had changed since the time of the Delphic charioteer, or even since 
the time of Praxiteles, who was only a generation older than Lysippus. 
Of course, the trouble with all ancient portraits is that we really cannot 
pronounce on their likeness—much less, in fact, than the flatterer in 
the story. Perhaps if we could see a snapshot of Alexander we should 
find it quite imlike the bust. We might find that the figure of Lysippus 
resembles a god much more than it does ±e real conqueror of Asia. 
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But so much we can say: a man such as Alexander, a restless spirit, im¬ 
mensely gifted but rather spoilt by success, might well have looked like 
this bust with its upraised eyebrows and its hvely expression. 

The foundation of an empire by Alexander was an enormously import¬ 
ant event for Greek art, for thereby it developed from being the con¬ 
cern of a few small cities 

into the pictorial language of almost half the world. This change was 
bound to affect its character. We usually refer to this art of the later 
period not as Greek art, but as Hellenistic art, because that is the name 
usually given to the empires founded by Alexander's successors on 
eastern soil.The rich capitals of these empires, Alexandria in Eg\Tst, 
Antiochia in Syria and Pergamon in Asia Minor, made different de¬ 
mands on the artists from those to which they had been accustomed in 
Greece. Even in architecture the strong and simple forms of the Doric 
style and the easy grace of the Ionic st\ie were not enough. A new form 
of column was preferred, which had been invented early in the fourth 
century and which was called after the wealthy merchant cit\' of Cor¬ 
inth (Fig. 66). In the Corinthian st\-le, fohage was added to the Ionic 
spiral volutes to decorate the capital, and there are generally more and 
richer ornaments aU over the building. This luxurious mode suited the 
sumptuous buildings which were laid out on a vast scale in the newly 
founded cities of the East. Few of them have been preser\'ed, but what 
remains from later periods gives us an impression of great magnifi¬ 
cence and splendour. The styles and in%'entions of Greek art were ap¬ 
plied on the scale, and to the traditions, of the Oriental empires. 

I have said that Greek art was bound to umdergo a change iu the Hel¬ 
lenistic period. This change can be noticed in some of the most famous 
works of that age. One of them is an altar from the city of Pergamon 
which was erected about 170 B.C. (Fig. 67). The sctilpture on it repres¬ 
ents the struggle between the gods and the Titans. It is a magnificent 
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work, but we look in vain for the harmony and refinement of earher 
Greek sculpture. The artist was obWously aiming at strong dramatic 
effects. The battle rages with terrible A A iolence. The clumsy Titans are 
overwhelmed by the triumphant gods, and they look up in agony and 
pain. Everything is full of wild movement and flunering draper A -. To 
make the effect stiU more striking, the rehef is no longer set flat on the 
wall but is composed of almost free-standing figures which, in their 
struggle, seem to overflow on to the steps of the altar as if they hardly 
troubled about where they belonged. Hellenistic art loved such wild 
and vehement works: it wished to be impressive, and impressive it cer¬ 
tainly is. 

Some of the works of classical sculpture which have enjoyed the 
greatest fame in later times were created in the Hellenistic period. 
When the group of the Laocoon (Fig. 68) came to Hght in 1506, artists 
and art lovers were hteraUy overwhelmed by the effea of this tragic 
group. It represents ±e terrible scene which is also described in Virgil's 
Aeneis: The Trojan priest Laocoon has warned his compatriots against 
accepting the gigantic horse in which Greek soldiers were hiding. The 
gods who see their plans of destroying Troy thwarted send two gigant¬ 
ic snakes from the sea which catch the priest and his two unfortunate 
sons in their coils and suffocate them. It is one of the stories of sense¬ 
less cruelty- perpetrated by the Olympians against poor mortals which 
are quite frequent in Greek and Latin mythologies. One would like to 
know how the story struck the Greek artist who conceived this 
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66. 'Coritithian' Capiidl. Fou:::d :n Epidaurus. About 300 B.C. 
Epidaurus, Museum 

impressive group. Did he want us to feel the horror of a scene in which 
an innocent victim is made to suffer for ha\Tng spoken the truth? Or 
did he mainly want to show off his own power of representing a ter- 
riR A ing and somewhat sensational fight between man and beast ? He 
had ever}-reason to be proud of his skill. The waj' in which the 
muscles of the tnmk and the arms convey the effort and the suffering 
of the hopeless struggle, the expression of pain in the face of the priest, 
the helpv-less wriggling of the nvo boys and the way all this turmoil 
and movement is frozen into a permanent group have 

excited admiration ever since. But I cannot help suspecting sometimes 
that this was an art which was meant to appeal to a public which also 
enjoyed the horrible sights of the gladiatori?! fights. Perhaps it is 
wTong to blame the artist for that. The fact is probably that by this 
time, the period of Hellenism, an had largely lost its old coimexion 
with magic and rehgion. Artists became interested in the problems of 
their craft for its own sake, and the problem of how to represent such a 
dramatic 
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6 7 - The Gods fighiuig :r. A vj.i i A ni trie A i,ii A .: Z 1 ;L. A m Perga- 
mon. Erected about 170 B.C. Berlin, Museum 
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68. Laccctvi and his 5I";-. M.irPie group irom the workshop of 
HAGESAXDROS, ATHENODOROS and P O L Y D o R o s of Rhodes. , 
The right arms wTongly restored.) Made about 25 B.C. Vatican, 
Museum 

contest with all its movement, its expression and its tension, was just 
the t A *pe of task which would test an artist’s mettle. The rights or 
wrongs of Laocoon's fate may not have occurred to the sculptor at all. 
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It was in this time, and in this atmosphere, that rich people began to 
collect works of art, to have famous ones copied if they could not get 
hold of originals, and to pay 
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69. Head of a Faun. DeL- _ ,; minting from Herculaneum. Probably 
the copy of 
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a Pergamenian painting daung from the second century B.C. Naples, 
National Museum 

fabulous prices for those which they could obtain. Writers began to be 
interested in art and wrote about the artists' lives, collected anecdotes 
about their oddities and composed guide-books for tourists. Many of 
the masters most famous among the ancients were painters rather 
than sculptors, and we know nothing about their works except what 
we find in those extracts from classical art books which have come 
down to us. We know that these painters, too, were interested in the 
special 
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70. Landscape. Wall-painung. Ff 

problems of their crafts rather than in their art ser\ing a rehgious pvir- 
pose. We hear of masters who speciahzed in subjects from e\"en,"day 
Ufe, who painted barber's shops or scenes from the theatre, but all 
these paintings are lost to us. The only way in which we can form some 
idea of the character of ancient painting is by looking at the decorative 
wall-paintings and mosaics which have come to Ught in Pompeii and 
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elsewhere. Pompeii was a summer resort for rich Romans, and was 
buried beneath the ashes of Vesuvius in a.d. 79. Almost ever}- house 
and villa in that town had paintings on its walls, painted columns and 
vistas, imitations of framed pictures and of the stage. These paintings 
are, of course, not all masterpieces, though it is astonishing to see how 
much good work there was in such a small and rather unimportant 
town. We should hardly cut so good a figure if one of oiu: seaside re¬ 
sorts were to be excavated by posterity. The painters and interior dec¬ 
orators of Pompeii obviously drew freely on the stock of inventions 
made by the great Hellenistic artists. Among much that is humdrum 
we sometimes discover a figure of such exquisite beauty and grace as 
Fig. 58, which represents one of the Hours, picking a blossom as if in a 
dance. Or we find such details as the head of a faun (Fig. 69), from an¬ 
other painting, which gives us an idea of the master)- and freedom 
which these artists had acquired in the handling of expression. 

Nearly everv* kind of thing that would go into a picture is to be foimd 
among these wall-paintings of Pompeii. Pretty still fifes, for instance, 
such as rsvo lemons with a glass of water, and pictures of animals. 
Even landscape paintings existed there. This was perhaps the greatest 
innovation of the Hellenistic period. Ancient Oriental art had no use 
for landscapes except as settings for their scenes of human life or of 
mihtar}- campaigns. For Greek art at the time of Pheidias or Prax¬ 
iteles, man remained the main subject of the artist's interest. In the 
Hellenistic period, the time when poets like Theocritus discovered ±e 
charm of the simple life among shepherds. 
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artists also tried to conjure up the pleasures of the countryside for 
sophisticated town-dwellers. These paintings are not actual views of 
particular country- houses or beautj'-spots. Thej' are rather collections 
of evernhing which makes up an idyllic scene: shepherds and cattle, 
simple shrines and distant villas and mountains (Fig. 70). Everything 
was charmingly arranged in these pictures, and aU the set-pieces were 
looking their best. We really feel that we are looking at a peaceful 
scene. Nevertheless, even these works are much less realistic than we 
might think at first glance. If we were to start asking awkward ques¬ 
tions, or try to draw a map of the locahty, we should soon find out that 
it could not be done. We do not know how great the distance between 
the shrine and the villa is supposed to be, nor how near or how far the 
bridge from the shrine. The fact is that even Hellenistic artists did not 
know what we call the laws of perspective. The famous avenue of pop¬ 
lars, which recedes to a vanishing point and which we all drew at 
school, was not then a standard task. Artists drew distant things small, 
and near or important things large, but the law of regular diminution 
of objects as they become more distant, the fixed framework in which 
we arrange our pictures, was not known to classical antiquity. Indeed, 
it took more than another thousand years before it was discovered. 
Thus even the latest, freest and most confident works of ancient art 
still preserve at least a remnant of the principle which we discussed in 
our description of Eg} A ptian painting. Even here, knowledge of the 
characteristic outline of individual objects counts for as much as the 
actual impression received through the eye. We have long recognized 
that this quahty is not a fault in works of art, to be regretted and 
looked down upon, but that it is possible to achieve artistic perfection 
within any style. The Greeks broke through the rigid taboos of early 
Oriental art, and went out on a voyage of discovery to add more and 
more features from obser\'ation to the traditional images of the world. 
But their works never look like mirrors in which any odd comer of 



123/730 


nature is reflected. They always bear the stamp of the intellect which 
made them. 



71. Greek sculptor at work. 

Hellenistic gem in the Metropolitan 
Museum, Kew York 

CHAPTER 5 • WORLD CONQUERORS 

Romans, Buddhists, Jezcs, and Christians, First to Fourth Century 
A.D. 



72. A Roman Amphitheatre: the Colosseum in Rome, built about a.d. 
80 
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WE have seen that Pompeii, which was a Roman town, contained 
many reflections of Hellenistic art. For art remained more or less un¬ 
changed while the Romans conquered ±e world and founded ±eir own 
empire on the niins of the Hellenistic kingdoms. Most artists who 
worked in Rome were Greeks, and most Roman collectors bought 
works of the great Greek masters, or copies of ±em. Nevertheless art 
did change, to some extent, when Rome became mistress of the world. 
The artists were given new tasks and had to adapt their methods ac¬ 
cordingly. The most outstanding achievement of the Romans was 
probably in civil engineering. V A 'e all know about their roads, aque¬ 
ducts, their public baths. Even the ruins of these buildings still look 
extremely impressive. One feels almost like an ant when walking in 
Rome between their enormous pillars. It was, in fact, these ruins 
which made it impossible for later centuries to forget 'the grandeur 
that was Rome'. 

The most famous of these Roman buildings is, perhaps, the huge arena 
known as the Colosseum (Fig. 72). It is a characteristic Roman build¬ 
ing, which excited much admiration in later days. On the whole it is a 
utilitarian structure, with three storeys of arches, one above the other, 
to suppon the seats of the vast amphitheatre 
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73 - Interior of the Pantheon in Rome, built about A.D. 130. After a 
painting by the eighteenth-century painter G. p. p A x NIK I. Private 
Collection 

inside. But, in front of these arches, the Roman architect has put a 
kind of screen of Greek forms. Indeed, he has applied all the three st>- 
les of building used for Greek temples. The ground floor is a variation 
on the Doric stj A le—even the metopes and triglyphs are preserved; the 
second storey has Ionic, and the third and fourth Corinthian half¬ 
columns. This combination of Roman structures with Greek forms or 
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'orders' had an enormous influence on later architects. If we look 
round in our own towns we may easily see examples of this influence. 

The feature of the Colosseum which is new is the use of arches in ar¬ 
chitecture. The Romans, in faa, made ample use of this invention 
which had played little or no 



part in Greek buildings though it may have been know-n to Greek ar¬ 
chitects. To construct an arch out of separate wedge-formed stones is 
quite a diffiailt feat of engineering. Once this art is mastered the build¬ 
er can use it for increasingly bold designs. He can span the pillars of a 
bridge or of an aqueduct, or he can even make use of this device for 
constructing a \.-aultec roof. The Romans became great experts in the 
an of vaulting by various technical devices. The most wonderful of 
these buildings is the Pantheon or temple of aU gods. It is the only 
temple of classical antiqmty" which is still a place of worship —it was 
converted into a church in the early Christian era and was therefore 
never allowed to fall into ruin. Its interior (Fig. 73) is a huge round hall 
with a vatilted roof and a circular opening at the top through which 
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one sees the open sky. There is no other window, but the whole room 
receives ample and even tight from above. I know few buildings which 
convey a similar impression of serene harmony. There is no feeling of 
heaviness. The enormous dome seems to hover freely over you Ifloe a 
second dome of heaven. 

It was typical of the Romans to take from Greek architecture what they 
liked, and to apply it to their own needs. They did the same in all 
fields. One of didr principal needs was for good lifelike portraits. Such 
portraits had played a pir: ::: the early reUgion of the Romans. It had 
been customary to carry was images o: ancestors in funeral proces¬ 
sions. There is httle doubt that this usage had been coimected with the 
same behef that the likeness preserves the soul, as in ancknt Eg\-pt. 
Later, when Rome became an empire, the bust of the emperor was still 
looked upon with religious awe. We know that every Roman had to 
bom incense in front of this bust in token of his loyalty and allegiance, 
and we know diat the persecution of Christians began because of their 
refusal to comply with diis (fctnand. The strange thing is that, despite 
this solemn significance of portraits, the Rranans allowed their artists 
to make them more lifehke and imcomplimentary than anyrhfi A the 
Greeks had attempted. Perhaps they sometimes used death-m A ks and 
thos acquired their astounding knowledge of the structure and 
featores of the human head. At any rate, we know Pompey, Augustus, 
Nero, or Titus, almost as if we had seen their faces in the newsreel. 
There is no flanery in the bust of Vespasianus 
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: ioz A er part of Trajan’s column. Rome, aedicated A.D. 114 

(Fig. 74)—nothing to mark him out as a god. He might be any wealthy 
banker or owner of a shipping line. Nevertheless, there is nothing peny 
in these Roman portraits. Somehow the artists succeeded in being life¬ 
like without being tri\'ial. 
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Another new task which the Romans set the artist revived a custom 
which we know from the ancient Orient (p. 47, Fig. 43). They, too, 
wanted to proclaim their 



76. Portrait of a man. From a mummy found at Hawara Egypt’, 
painted about AJ>. 15a. II London, Xadonal Gallery 
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Head of Buddha. Found in Gandhara A nortbem India), made about 
third century A.D. 

victories and to tell the story of their campaigns. Trajan, for instance, 
ereaed a huge column to show a whole picture chronicle of his wars 
and %-ictories in Dacia the modem Roumania). There we see the 
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Roman legionaries embarking, encamping and fighting Tig. 75). All 
the skill and achievements of centuries of Greek art were used in these 
feats of war reporting. But the importance which the Romans attached 
to an accurate rendering of all details, and to a dear narrative which 
would impress the feats of the campaign on the stay-at-homes, rather 
changed the character of art. The main aim was no longer that of har¬ 
mony, beaut\- or dramatic expression. The Romans were a matter-of- 
fact people, and cared less for fancy goods. Yet their pictorial methods 
of telling the deeds of a hero proved of great \-alue to the religions 
which came into contact with their far-flimg empire. 

Ehiring the centuries after Christ, Hellenistic and Roman art com¬ 
pletely displaced the arts of the Oriental empires, even in their own 
strongholds. Egyptians still buried their dead as mummies, but in¬ 
stead of adding their likenesses in the 
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Egj'ptian style, they had them painted by an artist who knew all the 
tricks of Greek portraiture (Fig. 76). These portraits, which were cer¬ 
tainly made by humble craftsmen at a low price, still astonish us by 
their vigour and realism. There are few works of ancient art which look 
so fresh and 'modem' as these. 

The Egyptians were not the only ones to adapt the new methods of art 
to their religious needs. Even in far-distant India, the Roman way of 
teUing a stor\', and of glorifj'ing a hero, was adopted by artists who set 
themselves the task of illustrating the story of a peaceful conquest, the 
stor}' of Buddha. 

The art of sculpture had flourished in India long before this Hellenistic 
influence reached the coimtr A '; but it was in the frontier region of 
Gandhara that the figure of Buddha was first shown in the reliefs 
which became the model for later Buddhist art (Fig. 78). We see the 
young Prince Gautama leaving the home of his parents to go out into 
the wilderness. It is the 'Great Renunciation' of which the legend says: 

After the prince had come down from his palace he thus addressed his 
favourite charger Kanthaka: 'iMy dear Kanthaka, please carry me once 
more for this one night. When I shall have become Buddha with your 
help I shall bring salvation to the world of gods and men.' If Kanthaka 
had only so much as neighed or made a sound with the hoofs the city 
would have been roused and the prince's departure discovered. So the 
gods muffled his voice and placed their hands under his hoofs 
wherever he stepped. 
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79 - Moses striking zcarerjrom the rock. Wall-painting from the syn¬ 
agogue in Dura-Europos (Mesopotamia), painted bet\veen a.d. 245 
and 256 

Greek and Roman art which had taught man to Visualize gods and 
heroes in beautiful form also helped the Indians to create an image of 
their saviour. The first statues of Buddha with their expression of deep 
repose were also made in this frontier r A on of Gandhara (Fig. 77). 

Yet ano±er Oriental religion that learned to represent its sacred stor¬ 
ies for the instruction of behevers was the Jewish religion. Jewish Law 
actually forbade the making of images for fear of idolatry-. Neverthe¬ 
less, the Jewish colonies in eastern towns took to decorating the walls 
of their sjTiagogues with stories from the Old Testament. One of these 
paintings was discovered fairly recently in a small Roman garrison in 
Mesopotamia called Dura-Europos. It is not a great work of art by any 
means, but it is an interesting document from the third century a.d. 
The very fact that the form seems climisy and that the scene looks 
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rather flat and primitive is not without interest (Fig. 79). It represents 
Moses, striking water from the rock. But it is not so much an illustra¬ 
tion of the bibhcal account as an explanation, in pictures, of its signi¬ 
ficance to the Jewish people. That may be the reason why Moses is 
represented as a tail figure standing in front of the Holy Tabernacle in 
which we can still discern the seven-branched candlestick. In order to 
signify that each tribe of Israel received its share of the miraculous wa¬ 
ter the artist has shown twelve ri\’ulets each flowing to a small figure 
standing before a tent. The artist was doubdess not very skilful, and 
±at accounts for some of these features. But perhaps he was not really 
much concerned with drawing lifelike figures. The more lifelike they 
were the more they sinned against the Commandment forbidding im¬ 
ages. His main intention was to remind the beholder of the occasions 
when God had manifested His power. The himible wall-painting from 
the Jewish synagogue is of interest to us, because similar considera¬ 
tions began to influence art when the Christian reUgion spread from 
the East and also took art into its service. 

When Christian artists were first called upon to represent the Saviour 
and His apostles it was again the tradition of Greek art which came to 
their aid. Fig. 80 shows one of the earliest representations of Christ, 
from the fourth century a.d. Instead of the bearded figure to which we 
have become accustomed through later illustrations, we see Christ in 
youthful beaur,-, enthroned between St. Peter and St. Paul who look 
hke dignified Greek philosophers. There is one detail, in particular, 
which reminds us how closely such a representation is still linked with 
the methods of pagan Hellenistic art: To indicate that Christ is thron¬ 
ing above the heavens the sculptor has made His feet rest on the can¬ 
opy of the firmament, held aloft by the ancient god of the sky. 

The origins of Christian art go even farther back than this example, 
but the earhest monuments never show Christ Himself. 
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The Jews of Dura had painted scenes from the Old Testament in their 
sj-nagogue, not so much to adorn it but rather to teU the sacred tale in 
visible 
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8o. Chnst liiih St. Peter and St. Paul. From the sarcophagus of Junius 
Bassus who died in A.D. 359. Rome, Crypt of St. Peter 
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8l. The Three Men in the Fiery f uma<;£. VCall-painting from the 
Priscilla Catacomb, Rome, 

probably third century a.d. 

form. The artists who were fot called upon to paint images for Christi¬ 
an places of biirial— the Roman catacombs—acted very much in the 
same spirit. Paintings such as those of the 'Three .Men in the Fien" 
Furnace' (Fig. 81) probably firom the third century A.D., show that 
these artists were familiar with the methods of Hellenistic painting 
used in Pompeii. They were quite capable of conjuring up the idea of a 
human figure with a few rough strokes of the brush. But we also feel 
that these effects and tricks did not interest them ver}- much. The pic¬ 
ture no longer existed as a beautiful thing in its own right. Its main 
purpose was to remind the faithful of one of the examples of God's 
merq.- and power. We read in the Bible (Daniel iii.' of three high Jew¬ 
ish officials under King Nebuchadnezzar who refused to fall down and 
worship on a given signal when a gigantic golden image of the King 
was set up in the plain of Dura in the pro\Tnce of Babylon. Like so 
man y Christians of the period when these paintings were made, they 
had to pay the penalty for their refusal. They were thrown into a fien." 
furnace 'in their coats, their hosen and their hats’. But, lo, the fire had 
no power upon their bodies 'nor was an hair of their heads singed, 
neither were their coats changed’. The Lord 'sent His angel and 
delivered His servants'. 

XTe need only imagine what the master of the Laocoon p. -5, Fig. 68) 
would have made of such a subject to realize the different direction art 
was taking.The painter in the catacombs did not want to represent a 
dramatic scene for its 

own sake. To present the consoling and inspiring example of fortitude 
and salvation it was quite sufficient if the three men in their Persian 
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dress, the flames and the dove— a symbol of Di%"ine help—were re¬ 
cognizable. Everything which was not strictiy relevant was bener left 
out. Once more ideas of clarit}' and simpLicit%- began to outweigh 
ideals of faithful imitation. Yet there is something touching in the 
ven." effort which the artist made to tell his story as dearly and simply 
as possible. These three men. 



S2. Portrait of an official from Apkrodisias. About ajj. 400. Istambul, 
Museum 
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seen from in front, looking at the beholder, their hands raised in pray¬ 
er, seem to show that mankind had begxm to concern itself with other 
things besides earthly beauty. It is not only in reUgious works of the 
period of the decline and fall of the Roman Empire that we can detea 
something of that shifting of interest. Few artists seemed to care much 
for what had been the glon, A of Greek art, its refinement and har¬ 
mony. Sculptors no longer had the patience to work marble with a 
chisel, and to treat it with that delicao' and taste which had been the 
pride of the Greek craftsmen. Like the painter of the catacomb picture, 
they used more rough-and-ready methods, such as, for instance, a 
mechanical drill with which to mark the principal features of a face or 
a body. It has often been said that ancient art declined in these years, 
and it is certainly true that many secrets of the best period were lost in 
the general turmoil of wars, revolts and invasions. But we have seen 
that this loss in skill is not the whole story. The point is that artists at 
this time seemed no longer satisfied with the mere virtuosity' of the 
Hellenistic period, and tried to achieve new effects. Some of the por¬ 
traits of this period, the fourth and fifth centuries a.d., in particular, 
show perhaps most clearly what it was these artists aimed at (Fig. 82). 
To a Greek of the time of Praxiteles these works would have looked 
crude and barbaric. Indeed, the heads are not beautiful by any com¬ 
mon standards. A Roman, used to the striking likenesses of portraits 
such as that of Vespasian, might have dismissed them as poor work¬ 
manship. And yet, to us, these figures seem to have a life of their own, 
and a ver}' intense expression which is due to the firm marking of the 
features and the care bestowed on such traits as the part around the 
eyes and the furrows of the brow. They portray the people who wit¬ 
nessed, and finally accepted, the rise of Christianity', which meant the 
end of the ancient world. 
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83- A painter of 'funeral portraits' in his workshop sitting by his paint¬ 
box and easel. From a painted sarcophagus found in the Crimea, about 
a.d. too 

CHAPTER 6 • A PARTING OF WAYS 

Rome and Byzantium, Fifth to Thirteenth Century A.D. 
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S4- Ak early Otristian Basilica: S. Apollinare in Classe, Ravenna, built 
about a.d. 530 

WHEN, in the year a.d. 311, the Emperor Constantine established the 
Christian Church as a power in the State, the problems with which it 
saw itself confronted were enormous. During the periods of persecu¬ 
tion there had been no need, and indeed no possibility, of building 
public places of worship. The churches and assembly halls that did ex¬ 
ist were small and inconspicuous. But once the Church had become 
the greatest power in the realm, its whole relationship to art had to be 
reconsidered. The places of worship could not be modelled on the an¬ 
cient temples, for their ftmction was entirely different. The interior of 
the temple was usually only a small shrine for the statue of the god. 
Processions and sacrifices took place outside. The church, on the other 
hand, had to find room for the whole congregation that assembled for 
service when the priest read Mass at the high altar, or dehvered his 
sermon. Thus it came about that churches were not modelled on pa¬ 
gan temples, but on the tv A pe of large assembly 

halls which had been known in classical times under the name of 'ba¬ 
silicas', which means roughly 'royal halls'.These buildings were used as 
covered market-halls and public law-courts, and mainly consisted of 
large oblong halls with narrower, lower compartments on the longer 
sides, divided from the main hall by rows of columns. At the far end 
there was often room for a semicircular dais (or apse) where the chair¬ 
man of the meeting, or the judge, could take his seat. The mother of 
the Emperor Constantine erected such a basihca to sen'e as a church, 
and so the term estabhshed itself for churches of this type. The semi¬ 
circular niche or apse would be used for the high altar, towards which 
the eyes of the worshippers were directed. This part of the building, 
where the altar stood, came to be known as the choir. The main central 
hall, where the congregation assembled, was known later as the nave, 
which really means 'ship', while the lower compartments at the side 
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were called side-aisles, which means 'wings'. In most of the basihcas, 
the loft\- nave was simply roofed with timber, and the beams of the 
loft were visible. The side-aisles were often flat-roofed. The colimms 
that separated the nave from the aisles were often simiptuously decor¬ 
ated. None of the earhest basihcas has remained quite unchanged, but, 
despite the alterations and renovations made in the course of the 
1,500 years since that time, we can still form an idea of what these 
buildings generally looked like (Fig. 84). 

The question of how to decorate these basihcas was a much more diffi¬ 
cult and serious one, because here the whole issue of the image and its 
use in rehgion came up again and caused ven.- violent disputes. On 
one thing nearly all early Christians were agreed: there must be no 
statues in the House of God. Statues were too much like those graven 
images and heathen idols that were condemned in the Bible. To place 
a figiu-e of God, or of one of His saints, on the altar seemed altogether 
out of the question. For how would the poor pagans who had just been 
convened to the new faith grasp the difference bet%veen their old be¬ 
liefs and the new message, if they saw such statues in churches ? They 
might too easily have thought that such a statue really 'represents' 
God, just as a statue by Pheidias was thought to represent Zeus. Thus 
they might have foimd it even more difficult to grasp the message of 
the one Almight}' and Invisible God, in whose semblance we are made. 
But, although all devout Christians objected to large hfehke statues, 
their ideas about paintings differed a good deal. Some thought them 
useful because they helped to remind the congregation of the teach¬ 
ings they had received, and kept the memory of these sacred episodes 
ahve. This view was mainly taken in the Latin, western part of the Ro¬ 
man Empire. Pope Gregon,' the Great, who hved at the end of the sixth 
centur}- a.d., took this line. He reminded the people who were against 
all paintings that many members of the Church could neither read nor 
write, and that, for the purpose of teaching them, these images were as 
usefiil as the pictures in a picture-book are for 
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85- Enthroned Madonna and Child. Probably painted in Con¬ 
stantinople about A J). 1200 Washington, National Galler\- of Art, 
Mellon Collection 
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86. Christ as Ruler of the Universe, the Virgin and Child, and Saints. 
Mosaics by Byzantine anists in the apse of the Cathedral of Monreale, 
Sicily, about a.d. 1190 

A Parting of Ways 


95 
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87- The Miracle of the Loaves and Fishes. Mosaic from the Basilica of 
S. ApoUinare Nuovo, 

Ravenna, ibout a.d. 520 

children. 'Painting can do for the illiterate what writing does for those 
who can read,' he said. 

It was of immense importance for the history- of art that such a great 
authorit}-had come out in favour of painting. His saying was to be 
quoted again and again whenever people attacked the use of images in 
churches. But it is clear that the type of art which was thus admitted 
was of a rather restricted kind. Gregory had, in fact, the idea about art 
which, as we saw, generally prevailed at that time. If his purpose was 
to be served, the story had to be told as clearly and simply as possible, 
and anything that might divert attention from this main and sacred 
purpose should be omitted. At first, artists stiU used the methods of 
story-teUing that had been developed by Roman art, but gradually 
they came to concentrate more and more on what was strictiy 
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essential. Fig. S7 shows a work in which these principles have been ap¬ 
plied with greatest consistency. It comes from a basihca in Ravenna, 
then, round about .\.D. 500, a great seaport and the capital dty on 
Italy’s east coast. It illustrates the story from the Gospels in which 
Christ fed five thousand people on five loaves and two fishes. A Hel¬ 
lenistic artist might have seized the opportunity to portray a large 
crowd of people in a gay and dramatic scene. But the master of these 
days chose a very diflferent method. His work is not a painting done 
with deft strokes of the brush—it is a mosaic, laboriously put together, 
of stone F 

or glass cubes which yield deep, full colours and give to the church in¬ 
terior, covered with such mosaics, an appearance of solemn splendour. 
The way in which the story is told shows the spectator that something 
miraculous and sacred is happening. The background is laid out with 
fragments of golden glass and on this gold background no natural or 
realistic scene is enacted. The still and calm figure of Christ occupies 
the centre of the picture. It is not the bearded Christ known to us, but 
the longhaired young man as He lived in the imagination of the early 
Christians. He wears a purple robe, and stretches out His arms in 
blessing on both sides, where stand two apostles offering Him the 
bread and fishes in order that the miracle may be accomplished. They 
carry the food with covered hands, as subjects bringing tribute for 
their rulers used to do at that time. Indeed, the scene looks like a sol¬ 
emn ceremony. We see that the artist attached a deep significance to 
what he represented. To him it was not only a strange miracle which 
had happened a few hundred years before in Palestine. It was the sym¬ 
bol and token of Christ's abiding power which was embodied in the 
Church. That explains, or helps to explain, the way in which Christ 
looks steadfastly at the beholder: It is he whom Christ will feed. 

At first glance, such a picture looks rather stiff and rigid. There is 
nothing of the mastery of movement and expression which was the 
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pride of Greek art, and which persisted until Roman times. The way in 
which the figures are planted in strict frontal view may almost remind 
us of certain children's drawings. And yet the artist must have been 
very well acquainted with Greek art. He knew exactly how to drape a 
cloak round a body so that the main joints should remain visible 
through the folds. He knew how to mix stones of differing shades in 
his mosaic to convey the colours of flesh or of the sky. He marked the 
shadows on the ground, and had no difficulty in representing fore¬ 
shortening. If the picture looks rather primitive to us, it must be be¬ 
cause the artist wanted to be simple. The Egyptian ideas about the im¬ 
portance of clarity in the representation of all objects had returned 
with great force because of the stress which the Church laid on clarity. 
But the forms which the artists used in this new attempt were not the 
simple forms of primitive art, but the developed forms of Greek paint¬ 
ing. Thus Christian art of the Middle Ages became a curious mixture of 
primitive and sophisticated methods. The power of observation of 
nature, which we saw awakening in Greece about 500 B.C., was put to 
sleep again about a.d. 500. Artists no longer checked their formulae 
against reality. They no longer set out to make discoveries about how 
to represent a body, or how to create the illusion of depth. But the dis¬ 
coveries which had been made were never lost. Greek and Roman art 
provided an immense stock of figures standing, sitting, bending down 
or falling. All these types could prove useful in the telling of a story, 
and so they were assiduously copied and adapted to ever-new con¬ 
texts. But the purpose for which they were used was now so radically 
different that we cannot be surprised that, superficially, the pictures 
betray little of their clasiscal origin. 

This question of the proper purpose of art in churches proved of im¬ 
mense importance for the whole histon." of Europe. For it was one of 
the principal issues on which the Eastern, Greek-speaking parts of the 
Roman Empire, whose capital was Byzantium or Constantinople, re¬ 
fused to accept the lead of the Latin Pope. One party there was against 
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all images of a religious nature. They were called iconoclasts or image 
smashers. In 745 they gained the upper hand and all rehgious art was 
forbidden in the Eastern Church. But their opponents were even less 
in agreement with Pope Gregory's ideas. To them images were not just 
useful, they were holy. The arguments with which they tried to justify 
this point of view were as subtie as those used by the other part\-: 'If 
God in His mercy could decide to reveal Himself to mortal eyes in the 
human nature of Christ,' they argued, 'why should He not also be will¬ 
ing to manifest HimseU" in visible images ? We do not worship these 
images themselves as the pagans did. We worship God and the Saints 
through or across their images.' Whatever we may think of the logic of 
this plea, its importance for the history- of art was tremendous. For 
when this part\- had returned to power after a centurv of repression 
the paintings in a church could no longer be regarded as mere illustra¬ 
tions for the use of those who could not read. They were looked upon 
as mysterious reflections of the supernatural world. The Eastern 
Church, therefore, could no longer allow the artist to follow his fancy 
in these works. Surely it was not any beautiful painting of a mother 
with her child that could be accepted as the true sacred image or 'icon' 
of the Mother of God, but only t\-pes hallowed by an age-old tradition. 

Thus, the Byzantines came to insist almost as strictiy as the Egyptians 
on the observance of traditions. But there were two sides to this ques¬ 
tion. By asking the artist who painted sacred images to keep strictly to 
the ancient models, the E AA zan-tine Chmrch helped to preserve the 
ideas and achievements of Greek art in the types used for draper}-, 
faces or gestures. If we look at a Byzantine altar-painting of the Holy 
Virgin like Fig. 85, it may seem very remote from the achievements of 
Greek art. And yet, the way the folds are draped round the body and 
radiate round the elbows and knees, the method of modelling the face 
and hands by marking the shadows, and even the sweep of the Virgin's 
throne, wotild have been impossible without the conquests of Greek 
and Hellenistic painting. Despite a certain rigidity, Byzantine art 
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therefore remained closer to nature than the art of the West in sub¬ 
sequent periods. On the other hand, the stress on tradition, and the 
necessity' of keeping to certain permitted ways of representing Christ 
or the Holy Virgin, made it diffioilt for Byzantine artists to develop 
their personal gifts. But this conserva-tivism developed only gradually, 
and it is wTong to imagine that the artists of the period had no scope 
whatever. It was they, in fact, who transformed the simple illustrations 
of early Christian art into great c A 'cles of large and solemn images that 
dominate the interior of Byzantine churches. As we look at the mosaics 
done by these Greek artists in the Balkans and in Italy in the Middle 
Ages, we see that this 

Oriental empire had in fact succeeded in reviving something of the 
grandeur and majesty of ancient Oriental art, and in using it for the 
glorification of Christ and His power. Fig. 86 gives an idea of how im¬ 
pressive this art could be. It shows the apse of the church of Monreale, 
in Sicily, which was decorated by Byzantine craftsmen shortly before 
1190. Sicily itself belonged to the Western or Latin Church, which ac¬ 
counts for the fact that among the Saints arrayed on each side of the 
window we find the earliest representation of St. Thomas Becket, the 
news of whose murder some twenty years earlier had resounded 
throughout Europe. But apart from this choice of Saints the artists 
have kept close to their native Byzantine tradition. The faithful as¬ 
sembled in the church would find themselves face to face with the 
majestic figure of Christ, represented as the Ruler of the Universe, His 
right hand raised in blessing. Below is the Holy Virgin, enthroned like 
an Empress, flanked by two archangels and the solemn row of Saints. 

Images such as these, looking down on us from the golden, glimmer¬ 
ing walls, seemed to be such perfect symbols of the Holy Truth that 
there appeared to be no need ever to depart from them. Thus they con¬ 
tinued to hold their sway in all countries ruled by the Eastern Church. 
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The holy images or 'icons' of the Russians still reflect these great cre¬ 
ations of Byzantine artists. 



88. By:unrine Iconoclast, icluiczvailnng an image of Clirisl. 

From the Chludow Psalter, a Byzantine manuscript 

painted about a.d. 900. Moscow, Historical Museum 

CHAPTER 7 • LOOKING EASTWARDS Islam, China, Second to Thir¬ 
teenth Century A.D. 
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89. An Islamic Palace: The Court of Lions in the Alhambra of Granada 
(Spain), 

built in 1377 

BEFORE we return to the Western world and take up the story of art 
in Europe, we must take at least a glance at what happened in other 
parts of the world during these centuries of turmoil. It is interesting to 
see how two other great rehgions reacted to the question of images, 
which so engaged the mind of the \X'estem world. The religion of the 
Middle East, which swept everything before it in the seventh and 
eighth centimes .a.d., the rehgion of the Mohammedan 
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From the Persian manuscript of a Romance, made about A.D. 1450 
Paris, Musee des Arts Decoratifs 
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conquerors of Persia, Mesopotamia, Eg}-pt, North Africa and Spain, 
was even more rigorous in this matter than Christianity- had been. 
The making of images was forbidden. But art as such caimot so easily 
be suppressed, and the craftsmen of the East, who were not permitted 
to represent human beings, let their imagination play with patterns 
and forms. They created the most subtle lacework ornamentation 
known as arabesques (Fig. 89). If today we admire the wealth of in¬ 
vention, the balance and harmony in the colour-schemes of Oriental 
carpets (Fig. 93), we owe this in the last analysis to Mohammed who 
directed the mind of the artist away from the objects of the real world 
to this dream-world of lines and colours. Later sects among the Mo¬ 
hammedans were less strict in their interpretation of the ban on im¬ 
ages. They did allow the painting of figures and illustrations as long as 
they had no cormexion with religion. The illustrating of romances, 
histories and fables done in Persia from the fourteenth century on¬ 
wards and later also in India under Mohammedan (Mogul) rulers, 
shows how much the artists of these lands had learned from the dis¬ 
cipline which had confined them to the designing of patterns. The 
moonlight scene in a garden (Fig. 90; from a Persian romance of the 
fifteenth centun,’ is a perfea example of this wonderful skill. It looks 
like a carpet which has somehow come to life in a faiiA'-tale world. 
There is as little illusion of reaUt}- in it as in B A -zantine art. Perhaps 
even less. There is no foreshon-ening, and no attempt to show light 
and shade or the structure of the body. The figures and plants look a 
Uttle as if they had been cut out of coloured paper and distributed over 
the page to make a perfect pattern. But, because of that, the illus- 
ttation fits even better into the book than it might have done if the 
artist had wanted to create the illusion of a real scene. \ A 'e can read 
such a page almost as we read a text. X A 'e can look from the hero, as 
he stands with his arms crossed in the right-hand comer, to the 
heroine who approaches him, and we can let our imagination wander 
through the moonht fairj' garden wi±out ever getting too much of it. 
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The impact of rehgion on art was even stronger in China. We know 
httle about the beginnings of Chinese art, except the fact that the 
Chinese had been skilled in the art of casting bronze at a vet}" early 
date, and that some of the bronze vessels used in the ancient temples 
go back to the first millenniimi before Christ—some say even earlier. 
Our records of Chinese painting and sculpture, however, are not so 
old. In the centuries immediately before and after Christ, the Chinese 
adopted burial customs somewhat reminiscent of the EgA A ptians, and 
in these burial chambers, as in the Egyptian ones, there are a nimiber 
of vivid scenes which reflect the Ufe and the habits of these long by¬ 
gone days (Fig. 91). At that time, much of what we call typically 
Chinese in art had already developed. The artists were less fond of ri¬ 
gid angular forms than the Egyptians had been, and preferred swer\- 
ing cur\-es. When a Chinese artist had to represent a prancing horse, 
he seemed to fit it together out of a number of roimded shapes. We 
can see the same in Chinese soilpture, 

Looking Eastwards 



gi.A Reception. Detailof a relief from the tomb of Wu-liang-:se in the 
Province of Shantung (China), 


about A.D. 150 
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which always seems to twist and turn without, however, losing its 
solidit}' and firmness (Fig. 92). 

Some of the great teachers of China appear to have had a similar view 
of the value of art to that held by Pope Gregory- the Great. They 
thought of art as a means of reminding people of the great e.xamples 
of virtue in the golden ages of the past. One of the earhest illustrated 
Chinese book-scrolls that have been preserved is a collection of great 
examples of virtuous ladies, written in the spirit of Confucious. It is 
said to go back to the painter Ku K'ai-chi who hved in the fourth cen¬ 
tury A.D. The illustration (Fig. 95) shows a husband unjustly accusing 
his wife, and it has all the dignity and grace we connect with Chinese 
art. It is as clear in its gestures and arrangement as one might expect 
from a picture which also aims at driving home a lesson. It shows, 
moreover, that the Chinese artist had mastered the difficult art of 

representing movement. There is nothing rigid in this early Chinese 
work, because the predilection for imdulating lines im-pans a sense of 
movement to the whole picture. 

But the most important impulse to Chinese art probably came through 
yet another religious influence: that of Buddhism. The monks and as¬ 
cetics of Buddha's circle were represented in 

92. 1!.;.,-, J I. ,;. -n the mad to the tomb of amazingly lifelike statues 
(Fig. 94). Once Prince Hsiao Hsiu, near Nanking, made", j i -1 

Shortly after a.d. 500 more we see the curved oudmes m the 
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93 “ Persian Silk Prayer Carpel, enriched with metal thread, made 
about AZ). looo. Collection Mme E. Paravidni 



Formerly Frankfurt, Fuld Collection 
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shape of the ears, the lips or the cheeks, but they do not distort the real 
forms; they only weld them together. We feel that such a work is not 
haphazard, but that e\'erything is in its place and contributes to the ef¬ 
fect of the whole. The old principle of the primitive masks (Fig. 22) 
serves its turn even in such a convincing representation of a face. 

Buddhism influenced Chinese art not only by providing the artists 
with new tasks. It introduced an entirely new approach to pictures, a 
reverence for the artist's achievement such as did not exist either in 
ancient Greece or in Europe up to the time of the Renaissance. The 
Chinese were the first people who did not think of the making of pic¬ 
tures as a rather menial task, but who placed the painter on the same 
level as the inspired poet. The rehgions of the East taught that nothing 
was more im A onant than the right kind of meditation. Meditation 
means something like deep thought. To meditate is to think and pon¬ 
der about the same holy truth for many hours on end, to fix an idea in 
one's mind and to look at it from all sides without letting go of it. It is a 
kind of mental exercise for Orientals, to which they used to attach 
even greater importance than we attach to physical exercise or to 
sport. Some monks meditated on single words, turning them over in 
their minds while they sat quite still for whole days and listened to the 
stiUness which preceded and followed the holy syllable. Others medit¬ 
ated on things in nature, on water, for instance, and what we can learn 
from it, how humble it is, how it yields 
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95. Hiuband reproving m A i.ijt.. Dctju u; a silk scroll, probaoiy an A 'id 
cxpy A :: by KU k'ai-CHI who died in A.D. 406. London, British 
Museum 

a *V Oitx 

and yet wears away solid rock, how it is clear and cool and soothing 
and gives life to the thirsting field; or on mountains, how strong and 
lordly they are, and yet how good, for they allow the trees to grow on 
them. That is, perhaps, how religious art in China came to be em¬ 
ployed less for telling the legends of Buddha and the Chinese teachers, 
less for the teaching of a particular doctrine—as Christian an was to be 
employed in the Middle Ages—than as an aid to the practice of medita¬ 
tion. Devout artists began to paint water and mountains in a spirit of 
reverence, not in order to teach any particular lesson, nor merely as 
decorations, but to provide material for deep thought. Their pictures 
on silk scrolls were kept in precious containers and only unrolled in 
quiet moments, to be looked at and pondered over as one might open 
a book of poetry and read and re-read a beautiful verse. That is the 
purpose behind the greatest of the Chinese landscape paintings of the 
twelfth and thirteenth centuries. It is not easy for us to recapture that 
mood, because we are fidgety Europeans with little patience and little 
knowledge of the technique of meditation—no more, I suppose, than 
the old Chinese had of the technique of physical training. But if we 
look long and carefully at a picture such as Fig. 96, we shaU perhaps 
begin to feel something of the spirit in which it was painted and of the 
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high purpose it was to serve.We must not, of course, expect any por¬ 
traits of real landscapes, picture-postcards of beauty spots. Chinese 
artists did not go out into the open, to sit down in front of some motif, 
and sketch it. They even learned their art by a strange method of med¬ 
itation and concentration in which they first acquired skill in 'how to 
paint pine-trees', 'how to paint rocks’, 'how to paint clouds', by study¬ 
ing not nature but the works of renowned masters. Only when they 
had thoroughly acquired this skill did they travel and contemplate the 
beauty of nature so as to capture the moods of the landscape. When 
they came home they would then Xiy to recapture these moods by put¬ 
ting together their images of pine-96. MA yuan: Landscape in moon¬ 
light. trees, rocks and clouds much in the way 

'cSnesl Z AA ; A A : A a poet might string together a number of 
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97 - KAO K'o-KUNG: Landscape after rain A.D. 1250-1300. Chinese 
Government 

Looking Eastwards 107 

images which had come into his mind during a walk. It was the ambi¬ 
tion of these Chinese masters to acquire such a facility in the handling 
of brush and ink that they could write down their vision while their in¬ 
spiration was still fresh. Often they would write a few lines of poetry- 
and paint a picture on the same scroll of silk. The Chinese, therefore, 
consider it childish to look for detailsinpictures and then to compare 
them with the real world. They want, rather, to find in them the visible 
traces of the artist’s enthusiasm. It may not be easy for us to appreci¬ 
ate the boldest of these works, such as Fig. 97, which consists only of 
some vague forms of mountain peaks emerging out of clouds. But once 
we tr\' to put ourselves in the place of the painter, and to experience 
something of the awe he must have felt for these majestic peaks, we 
may 
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at least get an inkling of what the Chinese value most highly in art. For 
us 

it is easier to admire the same skill and concentration in more famihar 
subjects. 

The painting of three fishes in a pond (Fig. 98) gives an idea of the 
patient 

observation that must have gone into the artist's study of his simple 
subject, and 

of the ease and master}- with which he handled it when he came to 
paint this picture. Again we see how fond the Chinese 

artists were of graceful cur\'es, and how 

they could exploit their effects to give the 

idea of movement. The forms do not seem 

to make any clear symmetrical panem. 

They are not evenly distributed as in the 

Persian miniature. Nevertheless we feel 

that the artist has balanced them with 

immense assurance. One can look at such 

a picture for a long stretch of time without 

getting bored. It is an experiment well 
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worth trying. 

There is something wonderful in this 

restraint of Chinese art, in its deliberate 98. Fishes. Leaf from an al¬ 
bum. Probably 

painted by Liu ts'ai between A.D. 1300 and lumtation to a few simple 
motifs of nature. ,400. Pennsylvania .Museum of An 



But it almost goes without saying that this approach to painting also 
had its dangers. As time went on, nearly every type of brushstroke 
with which a stem of bamboo or a rugged rock could be painted was 
laid down and labelled by tradition and so great was the general ad¬ 
miration for the works of the past that artists dared less and less to 
rely on their own inspiration. The standards of painting remained verj' 
high throughout the subsequent centuries both in China and in Japan 
(which adopted the Chinese conceptions) but art became more and 
more like a graceful and elaborate game which has lost much of its in¬ 
terest as so many of its moves are known. It was only after a new con¬ 
tact with the achievements of Western art in the eighteenth century 
that Japanese artists dared to apply the Eastern methods to new sub¬ 
jects. We shall see how fruitful these new experiments also became for 
the West when it first got to know them. 
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99 - A Japanese boy painting a branch of bamboo: Coloured woodcut 
by hideni probably early nineteenth century 

CHAPTER 8 • WESTERN ART IN THE MELTING POT Europe, Sixth 
to Eleventh Century A.D. 
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ic». A Saxon Tomer irmtoting a timber structure: 

the church of Earls Barton, Northamptonshire, built about a.d. rooo 

WE have taken the story of Western art up to the period of Con¬ 
stantine, and to the centuries in which it was to adapt itself to the pre¬ 
cept of Pope Gregory the Great that images are useful for teaching Ia\- 
men the sacred word. The period which followed this early Christian 
era, the period after the collapse of the Roman Empire, is generally 
knou-n by the uncomplimentary title of the Dark Ages. We call these 
ages dark, partly to convey that the people who lived during these cen¬ 
turies of migrations, wars and upheavals, were themselves 


no 
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plunged in darkness and hao little knowledge to guide them, but also 
to imply that we ourselves know rather httle about these confused and 
confusing centuries which followed upon the decline of the ancient 
world and preceded the emergence of the European coimtries in the 
shape, roughly, in which we know them now. There are, of course, no 
fixed limits to the period, but for our purpose we may say that it lasted 
almost five hundred years—approximately from A.D. 500 to A.D. 
1000. Five hundred 3'ears is a long time, in which much can happen 
and much, in fact, did happen. But what is most interesting to us is 
that these years did not see the emergence of any one clear and uni¬ 
form st}-le, but rather the conflict of 3 great nimiber of different 
styles, which only began to come to terms towards the end of that peri- 
od.To those who know something of the historj’ of the Dark Ages this 
is hardly surprising. It was not only a dark, it was a patchy period, 
with tremendous differences among various peoples and 
classes.Throughout these five centuries there existed men and women, 
particvilarly in the monasteries and convents, who loved learning and 
art, and who had a great admiration for those works of the ancient 
world which had been preser\'ed in hbraries and treasure-houses. So¬ 
metimes these learned and educated monks or clergy." held positions 
of power and influence at the courts of the might}', and tried to revive 
the arts which they most admired. But frequently their work came to 
naught because of new wars and invasions by armed raiders from the 
north, whose opinions about art were very difiierent indeed. The vari¬ 
ous Teutonic tribes, the Goths, the Vandals, the Saxons, the Danes and 
the Vikings, who swept through Europe raiding and pillaging, were 
considered barbarians by those who valued Greek and Roman achieve¬ 
ments in hterature and art. In a sense they certainly were barbarians, 
but this need not mean that they had no feehng for beaut}", no art of 
their own. They had skilled craftsmen experienced in finely wrought 
metal A vork. 
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loi. A Dragon’s Head. Wood car\ing found at Oseberg fNorway). About 
. A .D. 820. Oslo, University- .Museum 

and excellent wood-can-ers, comparable to those of the New Zealand 
Maoris yp. 25, Fig. 23). They loved complicated patterns which in¬ 
cluded the twisted bodies of dragons, or birds mysteriously interlaced. 
We do not know exactly where these patterns originated in the seventh 
centtiry of what they signified, hut it is not unlikely that the ideas of 
these Teutonic tribes about an resembled the ideas of primitive tribes 
elsewhere. There are reasons for beUeving that they, too, thought of 
such images as a means of working magic and exorcizing evil spirits. 
The carved figures of dragons from Viking sledges and ships give a 
good idea of the character of this an (Figs. 101-102). One can well ima¬ 
gine that these threatening heads of monsters were something more 
than just innocent decorations. In fact, we know that there were laws 
among the Norwegian Mkings which required the captain of a ship to 
remove these figtires before entering his home pon, 'so as not to 
frighten the spirits of the land'. 
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The monks and missionaries of Celtic Ireland and Saxon England tried 
to apply the traditions of these northern craftsmen to the tasks of 
Christian art. The most amazing monuments to their success are some 
of the manuscripts made in England and Ireland during the seventh 
and eighth centuries. Fig. 103 is a page from the famous Lindisfame 
Gospel, made in Northumbria shortly before a.d. A oo. It shows the 
Cross composed of an incredibly rich lacework ot intertwined dragons 
or 



102. A ’Longiluf<’ of ihc I'ikiitg lypc tviiit Jragom' itcuJi. as usej by the 
Normans in the Invasion of England, ftx)m the Bayeux Tapestry, made 
about .\.D. 1180. Bayeux, Cathedral 
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103 - Pf A e of the Lindisfarne Gospel, probably painted shortly before 
a.d. 700. London, British Museum 

serpents, standing against a background of an even more complicated 
pattern. It is exciting to tr}' to find one's way through this bewildering 
maze of twisted shapes, and to follow the coils of these inten.voven 
bodies. It is even more astonishing to see that the result is not confu¬ 
sion, but that the various patterns strictly correspond to each other 
and form a complex harmony of design and colour. One can hardly 
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imagine how anyone could have thought out such a scheme and had 
the patience and perseverance to finish it. It proves, if proof were 
needed, that the 

"3 



104- St. Ltike. From a Gospel manuscript, 
painted about A.D. 750. St. Gallen, 

Stiftsbibliothek 

Western Art in the Melting Pot 

artists who took up this native tradition were certainly not lacking in 
skill or technique. 

It is all the more surprising to look at the way in which human figures 
were represented by these artists in the illuminated manuscripts of 
England and Ireland. They do not look quite Uke human figures but 
rather like strange patterns made of human forms (Fig. 104). One can 
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see that the artist used some example he had found in an old Bible, 
and transformed it to suit his taste. He changed the folds of the dress 
to something like interlacing ribbons, the locks of hair and even the 
ears into scrolls, and turned the whole face into a rigid mask. These 
figures of evangelists and saints look almost as stiflFand quaint as 
primitive idols. They show that the artists who had grown up in the 
traditions of their native art foimd it difficutlt to adapt themselves to 
the new requirements of Christian books. Yet it would be wTong to 
look upon such pictures as being merely childish. The training of hand 
and eye which the artists had received, and which enabled them to 
make a beautiful pattern on the page, helped them to bring a new ele¬ 
ment into Western art. Without this influence, Western art might have 
developed on similar hnes to those of the art of Byzantium. Thanks to 
the clash of the two traditions, the classical tradition and the taste of 
the native artists, something entirely new began to grow up in Western 
Europe. 

For the knowledge of the earlier achievements of classical art was by 
no means lost altogether. At the court of Charlemagne, who regarded 
himself as the successor of the Roman Emperors, the tradition of Ro¬ 
man craftsmanship was eagerly renved. The church that Charles had 
built about a.d. 800 at his residence in Aix-la-ChapeUe (Fig. 105) is a 
rather close copy of a famous church that had been built in Ravenna 
some three hundred years earlier. 

We have seen before that our modem notion that an artist must be 
'original' was by no means shared by most peoples of the past. An Egy¬ 
ptian, a Chinese or a B\-2antine master would have been greatly 
puzzled by such a demand. Nor would a medieval artist of V A 'estem 
Europe have vmderstood why he should invent new ways of pi annin g 
a church, of designing a chaUce or of representing the sacred stor\" 
where the old ones ser\ed their purpose so well. The pious donor who 
wanted to 
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dedicate a new shrine for a holy relic of his patron saint, not only tried 
to procure the most precious material he could afford, he would also 
seek to provide the master with an old and venerable example of how 
the legend of the saint should be correctly represented. Nor would the 
artist feel hampered by this type of commission. There remained 
enough scope for him to show whether he was a master or a bungler. 

Perhaps we can best imderstand this attitude if we think of our own 
approach to music. If we ask a musician to perform at a wedding we 
do not expect him to compose something new for the occasion, any 
more than the medieval patron expected a new invention if he asked 
for a painting of the Nativit}'. We indicate the type of music we want 
and the size of the orchestra or choir we may be able to afford. It still 
remains up to the musician to produce a wonderful performance of an 
ancient masterpiece or to make a mess of things. And just as two 
equally great musicians may interpret the same piece very differently, 
so two great medieval masters might make very different works of art 
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of the same theme and even of the same ancient model. An example 
should make this clear: 

Fig. 106 shows a page from a Bihle produced at the court of Charle¬ 
magne. It represents die figure of St. Matthew writing the gospel. It 
had been customary in Greek and Roman books to have the portrait of 
the author represented on the opening page and this picture of the 
writing evangelist must be an extraordinarily faithful copy of this type 
of portrait. The way the saint is draped in his toga in the best classical 
fashion, the way his head is modelled in many shades of Ught and col¬ 
our, convinces us that the medieval artist had strained every nerve to 
give an acctirate and worthy rendering of a venerated model. 

The painter of another manuscript of the ninth century (Fig. 107) 
probably had before him the same or a very similar ancient example 
from early Christian times. We can compare the hands, the left hand 
holding an inkhom and resting on the lectern, the right hand holding 
the pen; we can compare the feet and even the drapery round the 
knees. But while the artist of Fig. 106 had done his vtiy best to copy 
the original as faithfully as possible, the artist of Fig. 107 must have 
aimed at a different interpretation. Perhaps he did not want to repres¬ 
ent the evangelist Uke any 

105. Interior of the Aiinster of Aix-la-Chapellc consecrated in a.d. 805 
Western Art in the Melting Pot 
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106. St. Manhezi: From a Gospel manuscript, probably painted at 
ALx-la-Chapelle, about A.D. 800. Vienna, Schatzkammer 

107. St. Matthev:. From a Gospel manuscript, 
probably painted at Rheims, about a.d. 830. 

Epemay, Municipal Library 

serene old scholar, sitting quietly in his study. To him St. Matthew was 
an inspired man, writing down the A 'ord of God. It was an immensely 
important and immensely exciting event in the history of mankind 
that he wanted to portray, and he succeeded in conveying something 
of his own sense of awe and excitement in this figure of a writing man. 
It is not mere clumsiness and ignorance which made him draw the 
saint with wide open, protruding eyes and enormous hands. He inten¬ 
ded to give him that expression of tense concentration. The very 
brushwork of the drapery and of the background looks as if it had been 
done in a mood of intense excitement. This impression, I think, is 
pardy due to the evident enjoyment with which the artist seized on 
every opportunity to draw scrolly lines and zigzagging folds. There 

















175/730 


may have been something in the original to suggest such a treatment, 
but it probably appealed to the medieval artist because it reminded 
him of those interlaced ribbons and lines which had been the greatest 
achievement of northern art. In picttires Uke these we see the emer¬ 
gence of a new medieval style which made it possible for art to do 
something that neither ancient Oriental nor classical art had done: the 
Egyptians had largely drawn what they knew to exist, the Greeks what 
they sazc; in the Middle Ages the artist also learned to express in his 
picture what he felt. 

One cannot do justice to any medieval work of art without keeping this 
purpose in mind. For these artists were not out to create a convincing 
likeness of nature or to make beautiful things—they wanted to convey 
to their brothers in the faith the content and the message of the sacred 
story. And in this they were perhaps more successful than most artists 
of earlier or later times. Fig. 108 shows pan of a bronze 

Western Art in the Melting Pot 
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loS. Adam and En after the hall. From the bronze doors of Hildciheim 
Cathedral, 

completed in A.D. 1015 

door which was commissioned for the German church of Hildesheim 
shortly after the year a.d. iooo. It shows the Lord approaching Adam 
and Eve after the fall. There is nothing in this relief that does not 
strictly belong to the story. But this concentration on the things which 
maner makes the figures stand out all the more clearly against the 
plain background—and we can almost read off what their gestures say: 
God points to Adam, Adam to Eve, and Eve to the serpent on the 
ground. The shifting of guilt and the origin of evil is expressed with 
such forcefulness and clarity that we soon forget that the proportions 
of the figures are perhaps not strictly correct and the bodies of Adam 
and Eve not beautiful by our standards. 

We need not imagine, though, that all art in this period existed exclus¬ 
ively to serve religious ideas. Not only churches were built in the 
Middle Ages, but castles as well, and the barons and feudal lords to 
whom the castles belonged also occasionally employed artists. The 
reason why we are inclined to forget these works when we speak of the 
art of the earlier Middle Ages is simple: castles were often destroyed 
when churches were spared. Religious art was, on the whole, treated 
with greater respect, and looked after more carefully, than mere decor¬ 
ations of private apartments. When these became old-fashioned they 
were removed or thrown away—just as happens nowadays. But, fortu¬ 
nately, one great example of this latter t}’pe of art has come down to 
us—and that because it was preserved in a church. It is the famous 
Bayeux Tapestry, which illustrates the story of the Norman Conquest. 
We do not know exactly when this tapestry was made, but most schol¬ 
ars agree that it 
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ICg-ilo- King Harold sz::ears an Oath to Dtikc William of Sormandy, 
after tihich he returns to England. From the Bayeux Tapestry, made 
about A.D. 1080. Bayeux Cathedral 
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was within li\-ing memon- of the scenes it illustrates—perhaps round 
about the year 1080. The lapestn" is a picture-chronicle of the kind we 
know from ancient Oriental and Roman art—the stor}- of a campaign 
and a victor}’. It tells its stor}' with wonderful liveliness. On Fig. 109 
we see, as the inscription tells us, how Harold swears his oath to Wil- 
ham and on Fig. 110 how he returns to England. Nothing could be 
clearer than the way in which the ston,' is told—we see WiUiam on his 
throne watching Harold laying his hand on the sacred rehcs to swear 
allegiance—it was this oath which ser\’ed WiUiam as pretext for his 
claims on England. I particularly like the man on the balcony in the 
next scene, who holds his hands above his eyes to espy Harold’s ship 
as it arrives from afar. It is true that his arms and fingers look rather 
quaint and that all the figures in the ston,' are strange httle mannikins 
which are not drawn with the assurance of the Assyrian or Roman 
chroniclers. When the medieval artist of this period had no model to 
copy, he drew rather like a child. It is easy to smile at him, but by no 
means so easy to do what he did. He tells the epic with such an eco¬ 
nomy of means, and with such concentration on what seemed import¬ 
ant to him, that the final result is possibly more impressive than the 
accounts of our own war reporters and newsreel men. 




in. A Monk {Frater Rufillus) tsriting the letter R this table 
with colours and his pen-knife beside him A From an early 
thirteenth-centurj' manuscript. Sigmaringen, Library 
CHAPTER 9 • THE CHURCH MILITANT The Tzcelfth Century 
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112. A Romanesque Church: Remnants of the Benedictine church of 
Mwhach, Alsace. 

Built about 1160 

DA T E S are indispensable pegs on which to hang the tapestn' of his- 
ron.-, and, since everybody knows the date 1066, that may sen-e us as 
a convenient peg. No complete buildings have survived in England 
from the Saxon period, and there are ver}- few churches of the period 
before that date still existing an}-where in Europe. But the Normans 
who landed in England brought with them 
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a developed style of building, which had taken shape within their gen¬ 
eration in Normandy and elsewhere. The bishops and nobles who were 
the new feudal lords of England soon began to assert their power by 
founding abbeys and minsters. The style in which these buildings were 
erected is known as the Norman style m England, and as the 
Romanesque style on the Continent. It flourished for a hundred years 
and more after the Norman invasion. 

Today it is not easy to imagine what a church meant to the people of 
that period. Only in some old villages in the countryside can we still 
get a glimpse of its importance. The church was often the only stone 
building anywhere in the neighbourhood ; it was the only considerable 
structure for miles around, and its steeple was a landmark to all who 
approached from afar. On Sundays and during services all the inhabit¬ 
ants of the town might meet there, and the contrast between the lofty 
building with its paintings and carvings and the primitive and humble 
dwellings in which these people spent their lives must have been over¬ 
whelming. Small wonder that the whole community was interested in 
the building of these churches and took pride in their decoration. Even 
from the economic point of view the building of a minster, which took 
years, must have transformed a whole town. The quarrying and trans¬ 
port of stone, the erection of suitable scaflfolding, the employment of 
itinerant craftsmen who brought tales from distant lands, all this was a 
real event in these far-off days. 

The Dark Ages had by no means blotted out the memory of the first 
churches, the basilicas, and the forms which the Romans had used in 
their buildings. The ground-plan was usually the same—a central nave 
leading to an apse or choir, and two or four aisles at the side. Some¬ 
times this simple plan was enriched by a number of additions. Some 
architects liked the idea of building churches in the form of a cross, 
and they thus added what is called a transept between the choir and 
the nave. The general impression made by these Norman or 
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Romanesque churches is nevertheless very different from that of the 
old basilicas. In the earliest basilicas classical columns carrying 
straight 'entablatures' had been used. In Romanesque and Norman 
churches we generally find round arches resting on massive piers. The 
whole impression which these churches make, both inside and out¬ 
side, is one of massive strength. There are few decorations, even few 
windows, but firm unbroken walls and towers which remind one of 
medieval fastnesses (Fig. 112). These powerful and almost defiant piles 
of stone erected by the Church in lands of peasants and warriors who 
had only recently been converted from their heathen way of life seem 
to express the very idea of the Church Mihtant—the idea, that is, that 
here on earth it is the task of the Church to fight the powers of dark¬ 
ness till the hour of triumph dawns on doomsday. 

There was one problem in cormexion with the building of churches 
that engaged the minds of all good architects. It was the task of giving 
these impressive 
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113 - The Fish vomits out Jonah upon the dry land. Detail of a stained- 
glass window-in Cologne Cathedral. About 1280 
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114 - The church in the medieval city: the cathedra! of Tournai (Belgi¬ 
um), the nave completed in 1171, the towers probably in 1213 

TJie Church Militant 
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115 - A Sorman Inlcriar: Durham Cathedral. Built between 1093 and 
1128 the vault completed later after the original design) 

Stone buildings a worthy roof of stone. The timber roofs which had 
been usual for basihcas lacked dignity, and were dangerous because 
they easily caught fire. The Roman art of vaulting such large buildings 
demanded a great amount of technical knowledge and calculation 
which had largely been lost. Thus the eleventh and twelfth centuries 
became a period of ceaseless experiment. It was no small matter to 
span the whole breadth of the main nave by a vault. The simplest solu¬ 
tion, it would seem, was to bridge the distance as one throws a bridge 
across a river. Tremendous pillars were built up on both sides, which 
were to carry- the girders of those bridges. But it soon became clear 
that a vault of this kind had to be very firmly joined if it were not to 
crash, and that the weight of the necessary stones was extremely great. 
To carry this 

enormous load the waUs and pillars had to be made even stronger and 
more massive. Huge masses of stone were needed for these early 
'runnel'-vaults. 
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Norman architects therefore began to try out a different method. They 
saw that it was not really necessary to make the whole roof so hea A y. It 
was sufficient to have a number of firm girders ' A p annin g the dis¬ 
tance and to fill in the internals with lighter material. It was found 
that the best method of doing this was by spanning the girders or 'ribs’ 
crosswise between the pillars and then filling in the triangular sections 
between them. This idea, which was soon to revolutionize building 
methods, can be traced as far back as the Norman cathedral of 
Durham, though the architect who, soon after the Conquest, designed 
the first 'rib-vaulf for its mighty interior (Fig. 115" was hardly aware of 
its technical possibihties. 

It was in France that Romanesque churches began to be decorated 
with sculptures. Actually the word 'decorate' is rather misleading. 
EveryTlung that belonged to the chiu-ch had its definite fimction and 
mtjst express a definite idea coimected with the teaching of the 
Church. The porch of the late twelfth-century church of St. Trophime 
at Aries, in southern France, is one of the most complete examples of 
this sn-le (Fig. 116,. It shows in the field above the lintel—called tym¬ 
panum—Christ in His glory, surrounded by the symbols of the Four 
Evangehsts. These symbols, the Uon for St. Mark, the angel for St. 
.Matthew, the ox for St. Luke and the eagle for H 
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116 - 117 - The Fa(ade of St. Trophime at Arks (southern France), about 
1180 

St. John, were derived from the Bible. In the Old Testament we read of 
the vision of Ezekiel (Ez. i. 4-12), in which he describes the throne of 
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the Lord, carried by four creatures with the heads of a man, of a Uon, 
an ox and an eagle. 

Christian theologians thought this passage meant the four evangelists, 
and such a vision was a fitting subject for the entrance to the church. 
On the lintel below we see twelve sitting figures, the twelve apostles, 
and we can discern, on Christ's left, a row of naked figures in 
chains—they are lost souls being dragged off to hell—while on Christ's 
right we see the blessed, their faces turned towards Him in eternal 
bliss. Below, we see the rigid figures of saints, each marked by his em¬ 
blem, reminding the faithful of those who can intercede for them when 
their souls stand before the ultimate Judge. Thus the teachings of the 
Church about the final goal of our Hfe here below were embodied in 
these sculptures on the portal of the church. These images lived on in 
the minds of the people even more powerfully than did the words of 
the preacher's sermon. A late medieval French poet, Francois Villon, 
has described this effect in the moving verses he wrote for his mother: 
I am a woman, poor and old, Quite ignorant, I cannot read They 
showed me by my village church A painted Paradise with harps And 
Hell where the damned souls are boiled. One gives me joy, the other 
frightens me . . . We must not expect such sculptures to look as natur¬ 
al, graceful and light as classical works. They are all the more impress¬ 
ive because of their massive solemnity. It becomes much easier to see 
at a glance what is represented, and they fit in much better with the 
grandeur of the building (Fig. 117). 

Every detail inside the church was just as carefully thought out to fit 
its purpose and its message. Fig. 118 shows a candlestick made for 
Gloucester Cathedral about the year mo. The intertwined monsters 
and dragons of which it is formed remind us of the work of the Dark 
Ages i A p. no. Fig. loi and p. 112, Fig. 103). But now a more definite 
meaning is given to these uncanny shapes. A Latin inscription roimd 
its crown says roughly: 'This bearer of light is ±e work of virtue—with 
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its shine it preaches the doctrine, so that man should not be darkened 
by vice’. And really, as we penetrate with our eyes into the jungle of 
strange creatures we not only find once more (round the knob in the 
middle) the symbols of the Evangelists who stand for the doctrine but 
also naked figures of men. Like Laocoon and his sons (p. 75, Fig. 68) 
they are assailed by snakes and monsters; but theirs is not a hopeless 
struggle. 'The light that shineth in the darkness' can make them tri¬ 
umph over the power of evil. 

The font of a church in Liege (Belgium), made about 1113, provides an¬ 
other example of the part taken by the theologians in advising the 
artists (Fig. 119). It is 
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118. Candlestick of gilt bell metal. Made for Gloucester Cathedra], 
between 1104 and 1113. London, Victoria and Albert Museum 
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119 - REINER VAN HUY: Brass Foiii, St. Bartholomew, Liege 
(Belgium), between 1107 and 1118 

made of brass and shows in the middle a relief of the baptism of 
Christ—the most appropriate subject for a font. There are Latin in¬ 
scriptions explaining the meaning of every figure; for instance, we 
read 'Angehs ministrantes' (ministering angels) over the two figures 
waiting at the side of the River Jordan to receive Christ. But it is not 
only these inscriptions that underline the importance attached to the 
meaning of every detail. Again, the whole font was given such a mean¬ 
ing. Even the figures of oxen on which it stands are not there merely 
for the sake of ornament or decoration. We read in the Bible (2 Chron¬ 
icles iv.) how King Solomon engaged a cimning workman from Tyre in 
Phoenicia who was an expert in brass foundry. Among the things he 
made for the temple in Jerusalem the Bible describes: 

'A molten sea of ten cubits from brim to brim, round in compass. ... It 
stood upon twelve oxen, three looking towards the north and three 
looking towards the west and three looking towards the south and 
three looking towards the east: and the sea was set upon them and all 
their hinder parts were inward.' 

It was this sacred model, then, which the artist of Liege, another ex¬ 
pert in brass foundry, was asked to keep in mind two thousand years 
or more after the time of Solomon. 
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Gospel manuscript, about 1150. 

Stuttgart, Landesbibliothek 
128 The Church Militant 

The forms which the artist uses for his images of Christ, of the angels 
and of St. John, look more natural and at the same time more calm 
and majestic than those of the Dark Ages. We remember that the nvel- 
fth century' is the centuij' of the Crusades.There was naturally more 
contact than formerl}- with the art of Byzantium, and many artists of 
the twelfth centur>' tried to imitate and emulate the m.ajestic sacred 
images of the Eastern Church. 

At no other time, in fact, did European art approach the ideals of this 
kind of East-em art more closely than at the height of the Romanesque 
st}-le. \ A,A e have seen the rigid and solemn arrangement of the sculp¬ 
tures of Aries (Figs. 116-117), and we see the same spirit in many illu¬ 
minated manuscripts of the twelfth century. Fig. 120, for instance, 
represents the Annunciation. It looks almost as stiff and motionless as 
an Egyptian relief. The Virgin is seen from in front, her hands raised 
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as in astonishment, while the dove of the Holy Spirit descends on her 
from on high. The Angel is seen half in profile, his right hand extended 
in a gesture which in medieval art signifies the act of speaking. If, 
looking at such a page, we expect a \ivid illustration of a real scene, we 
may well find it disappointing. But if we remember once more that the 
artist was not concerned with an imitation of natural forms, but rather 
with the arrangement of traditional sacred symbols which were all he 
needed to illustrate the mystery of the Annunciation, we shall no 
longer feel the lack of what he never intended to give us. 

For we must realize how great the possibilities were that opened up 
before the artists as soon as they finally discarded all ambition to rep¬ 
resent things as we see them. Fig. 121 shows a page from a calendar for 
the use of a German monaster}'. It marks the principal feasts of saints 
to be commemorated in the month of October, but, unlike our own 
calendars, it marks them not only in words but also by illustrations. In 
the middle, imder the arches, we see St. Vi'illimarus the priest and St. 
Gall with the Bishop’s crozier and a companion who carries the lug¬ 
gage of the wandering missionary. The curious pictures on top and be¬ 
low illustrate the storj' of two martA'rdoms which are remembered in 
Oaober. In later times, when art had returned to the detailed repres¬ 
entation of nature, such cruel scenes were often painted with a profu¬ 
sion of horrible detail. Our artist was able to avoid all this. To 
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10,000 Maidens. From a Calendar manuscript made between 1137 and 
1147. 


Stungart, Landesbibliothek 
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remind us of St. Gereon and his companions whose heads were cut off 
and thrown into a well, he arranged the beheaded trunks in a neat 
circle aroimd the image of the weU. St. Ursula who, according to the 
legend, had been massacred with her ten thousand maidens by the 
heathens, is seen throning, literally surroimded by her followers. An 
ugly savage with bow and arrows and a man brandishing his sword are 
placed outside the frame and aiming at the Saint. We are able to read 
the stor}-off the page without being forced to visualize it. And as the 
artist could dispense with any illusion of space or any dramatic action 
he could arrange his figtires and forms on purely ornamental lines. 
Painting was indeed on the way to becoming a form of writing in pic¬ 
tures; but this return to more simpUfied methods of representation 
gave the artist of the Middle Ages a new freedom to experiment with 
more complex forms of composition (com-position=putting together). 
Without these methods the teachings of the Church could never have 
been translated into visible shapes. 

As with forms so with colours. As the artists no longer felt obliged to 
study and imitate the real gradations of shades that occur in nature 
they were free to choose any colour they Hked for their illustrations. 
The bright gold and luminous blues of their goldsmiths' works, the in¬ 
tense colours of their book illuminations, the glowing red and deep 
greens of their stained-glass windows (p. 121, Fig. 113) show that these 
masters put their independence of nature to good use. It was this free¬ 
dom from the need to imitate the natural world that was to enable 
them to convey the idea of the supernatural. 





122. Artists at nork at a manuscript and a 
panel painting. From the pattern book of 
Reun Monastery, made about 1200. 
Vienna, Nationalbibliothek 
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123 - A Gothic cathedral: Kotre Dame of Paris. Built from 1163 to 1250 

WE have just compared the art of the Romanesque period with the art 
of Byzantium and even of the ancient Orient. But there is one respect 
in which Western Europe always differed profoundly from the East. In 
the East these styles lasted for thousands of years, and there seemed 
no reason why they should ever change. The West never knew this im¬ 
mobility. It was always restless, groping for new solutions and new 
ideas. The Romanesque style did not even outlast the twelfth century. 
Hardly had the artists succeeded in vaulting their churches and arran¬ 
ging their statues in the new and majestic manner, when a new idea 
made all these Norman and Romanesque churches look clumsy and 
obsolete. This new idea was bom in northern France. It was the prin¬ 
ciple of the Gothic st A 'le. At first one might call it mainly a technical 
invention, but in its effect it became much more. It was the discovery 
that the method of vaulting a church by means of crosswise girders 
could be developed much more consistently and to much greater 
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purpose than the Norman architects had dreamt of. If it was true that 
pillars were sufficient to carry the girders of the vaulting between 
which the other stones were held as mere filling, then all the massive 
walls between the pillars were really superfluous. It was possible to 
erect a kind of scaffolding of stone which held the whole building to¬ 
gether. All that was needed were slim pillars and narrow 'ribs’. 
Anything in between could be left out without danger of the scaffold¬ 
ing collapsing. There was no need for heavy stone walls—instead one 
could put in large windows. It became the ideal of architects to build 
churches almost in the manner in which we build greenhouses. Only 
they had no steel frames or iron girders—they had to make them of 
stone, and that needed a great amount of careful calculation. Provided, 
however, that the calculation was correct, it was possible to build a 
church of an entirely new kind; a building of stone and glass such as 
the world had never seen before. This is the leading idea of the Gothic 
cathedrals, which was developed in northern France in the second half 
of the twelfth century. 

Of course, the principle of crosswise girders alone was not sufficient 
for this revolutionary style of Gothic building. A number of other tech¬ 
nical inventions were necessary to make the miracle possible. The 
round arches of the Romanesque style, for instance, were unsuited to 
±e aims of the Gothic builders. The reason is this: if I am given the 
task of bridging the gap between two pillars with a semicircular arch, 
there is only one way of doing it. The vaulting will always reach one 
particular height, no more and no less. If I wanted to reach higher I 
should have to make the arch steeper. The best thing, in this case, is 
not to have a rounded arch at all, but to fit two segments together. 
That is the idea of the pointed arch. Its great advantage is that it can 
be varied at will, made flatter or more pointed according to the re¬ 
quirements of the structure. 
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There was one more thing to be considered. The heavy stones of the 
vaulting press not only downwards but also sideways, much like a bow 
which has been drawn. Here, too, the pointed arch was an improve¬ 
ment over the round one, but even so pillars alone were not sufficient 
to withstand this outward pressure. Strong frames were needed to 
keep the whole structure in shape. In the vaulted side-aisles this did 
not prove very difficult. Buttresses could be built outside. But what 
could be done with the high nave ? This had to be kept in shape from 
outside, across the roofs of the aisles. To do that, the builders had to 
introduce their 'flying buttresses', which complete the scaffolding of 
the Gothic vault (Fig. 124). A Gothic church seems to be suspended 
between these slender structures of stone like a bicycle wheel between 
its flimsy spokes. In both cases it is the even distribution of weight that 
makes it possible to reduce the material needed for the construction 
more and more without endangering the firmness of the whole. 

It would be wrong, however, to look at these churches mainly as feats 
of engineering. The artists saw to it that we feel and enjoy the boldness 
of their design. 

The Chirch Triumphant 
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Looking at a Doric temple \j3. 49. Fig. 45) we feel the fimction of the 
row of columns which carry the load of the horizontal roof. Standii A 
inside a Gothic cathedral (Fig. 125) we are made to understand the 
complex interplay of thrust and pull that holds the lofty vault in its 
place. There are no blank walls or massive pillars anywhere. The whole 
interior seems to be woven ova of thin shafts and ribs; tfadr network 
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covers the vault, and runs down along the waDs of the nave to be 
gadiered up by the piUars which are formed by a bundle of stone rods. 
Even the windows are overspread by these interlacing lines known as 
tracery (Fig. 126). 



The great cathedrals, the Bishops' ovm churches A cathedra=Bishop's 
throne), of the late t\velfth and early thirteenth century were mostly 
conceived on such a bold and magnificent scale that few if any were 
ever completed exacdy as planned. But even so, and after the many al¬ 
terations which they have undergone in the course of time, it remains 
an unforgettable experience to enter these vast interiors whose very 
dimensions seem to dwarf anything that is merely himian and petty. 
We can hardly imagine the impression which these build- 

i A B ja a a AjAgj^ i [IS A A A must have made on those who had 

\mvr AA H A KL."in only known the hea\7 and grim structures 

of the Romanesque style. These older churches in their strength and 
power may have conveyed something of the 'church militant' that 
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offered shelter against the onslaught of evil. The new cathedrals gave 
the faithful a glimpse of a different world. They would have heard in 
sermons and hymns of the Heavenly Jerusalem with its gates of pearl, 
its priceless jewels, its streets of pure gold and transparent glass 
(Revelation xxi). Now this vision had descended from heaven to earth. 
The walls of these buildings were not cold and forbidding. They were 
formed of stained glass that shone like precious stone. The pillars, ribs 
and tracery were glistening with gold. E\-er3thing that was heavT, 
earthly or humdrum was eliminated. The faithful who surrendered 
himself to ±e contemplation of all this beaut}' could feel that he had 
come nearer to tmderstanding the mysteries of a reakn beyond the 
reach of matter. 

Even as seen from afar these miraculous buildings seemed to proclaim 
the glories of heaven. The facade of Notre Dame in Paris is perhaps the 
most perfea of them all Tig. 123). So lucid and effordess is the arrange¬ 
ment of the porches and windows, so hthe and graceful the tracery of 
the galler}' that we forget the weight of this pile of stone and the whole 
structure seems to rise up before us like a mirage. 

There is a similar feeling of Ughmess and weighdessness in the sculp¬ 
tures that flank the porches like hea\'enly hosts. VC'hile the 
Romanesque master of Aries (p. 124, Fig. 117; made his figures of 
saints look like sohd pillars firmly fitted into the architectural frame¬ 
work, the master who worked for the northern porch of the Gothic 
cathedral of Chartres (Fig. 127) made each of his figures come to life. 
They 

125. A Gothic iiuerior: the cathedral o) Amiens. The nave built by 
Robert 


DE LUZARCHES, I218-36, the apSC 




completed in 1247 
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126. Gothic church tcindozvs: the choir of Cologne Cathedral, begun in 
1248. (The wall-paimings are nineteenth-century restorations) 
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127 - Melchisedek, Abraham and Aioses. From the porch of the non¬ 
hem transept of Chartres Cathedral. Probably begun in 1194 

seem to move, and look at each other solemnly, and the flow of their 
draper)' indicates once more that there is a body underneath. Each of 
them is clearly marked, and should have been recognizable to anyone 
who knew his Old Testament. A X’e have no difficult)- in recognizing 
Abraham, the old man with his son Isaac held 
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before him ready to be sacrificed. We can also recognize Moses, be¬ 
cause he holds the tablets on which the Ten Commandments were in¬ 
scribed, and the column with the brazen serpent by which he cured the 
Israelites. The man on the other side of Abraham is Aklchisedek, King 
of Salem, of whom we read in the Bible (Genesis xiv. 18) that he was 'A 
priest of the most high God' and that he 'brought forth bread and wine’ 
to welcome Abraham after a successful battle. In medieval theology he 
was therefore considered the model of the priest who administers the 
sacraments, and that is why he is marked by a chalice and the censer 
of the priest. In this way nearly every one of the figures that crowd the 
porches of the great Gothic cathedrals is clearly marked by an emblem 
so that its meaning and message could be understood and pondered 
by the faithful. Taken together they form as complete an embodiment 
of the teachings of the Church as the works discussed in the preceding 
chapter. And yet we feel that the Gothic sculptor has approached his 
task in a new spirit. To him these statues are not only sacred symbols, 
solemn reminders of a moral truth. Each of them must have been for 
him a figure in its own right, different from its neighbour in its atti¬ 
tude and xxpt of beautj' and each imbued with an individual dignity. 

The cathedral of Chartres still largely belonged to the late twelfth cen¬ 
tury. After the year 1200 many new and magnificent cathedrals sprang 
up in France and also in the neighbouring countries, in England, in 
Spain and in the German Rhine-land. Many of the masters busy on the 
new sites had learned their craft while working on the first buildings of 
this kind, but they all tried to add to the achievements of their elders. 

Fig. 12S, from the early thirteenth-century Gothic cathedral of Stras¬ 
bourg, shows the entirely new approach of these Gothic sculptors. It 
represents the death of the Virgin. The twelve apostles surroimd her 
bed, St. Mar}' Magdalene kneels before her. Christ, in the middle, is 
receiving the Virgin's soul into His arms. We see that the artist was 
still anxious to preserve something of the solemn symmetry' of the 
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early period. We can imagine that he sketched out the group before¬ 
hand to arrange the heads of the apostles around the arch, the two 
apostles at the bedside corresponding to each other, and the figure of 
Christ in the centre. But he was no longer content with a purely sym¬ 
metrical arrangement such as the twelfth-century master ofp. 129, Fig. 
121, preferred. He clearly wanted to breathe hfe into his figures. We 
can see the expression of mourning in the beautiful faces of the 
apostles, with their raised eyebrows and their intent look. Three of 
them lift their hands to their faces in the traditional gesture of grief. 
Even more e.xpressive are the face and figure of St. Mar\- Magdalene, 
who cowers at the bedside and wTings her hands, and it is mar\-ellous 
how the artist succeeded in contrasting her features with the serene 
and blissful look on the face of the Virgin. The draperies are no longer 
the empt}' husks and purely ornamental scrolls we see on early medi¬ 
eval work. The Gothic artists 
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128. The Death of the Virgin. From the porch of the southern transept 
of Strasbourg Cathedral. About 1230 

wanted to understand the ancient formula for draped bodies, which 
had been handed down to them. Perhaps they turned for enlighten¬ 
ment to the remnants of pagan stonework, Roman tombstones and tri¬ 
umphal arches, of which several could be seen in France. Thus they re¬ 
gained the lost classical art of letting the structure of the body show 
under the folds of the draper}-. Our artist, in fact, is proud of his abi¬ 
lity to handle this difficult technique. The way in which the Virgin's 
feet and hands, and the hand of Christ appear under the cloth, show 
that these Gothic sculptors were no longer interested only in what they 
represented, but also in the problems of how to represent. Once more, 
as in the time of the great awakening in Greece, they began to look at 
nature, not so much to copy it as to learn from it how to make a figure 
look convincing. Yet there is a vast difference betw'een Greek art and 
Gothic art, between the art of the temple and that of the cathedral. The 
Greek artists of the fifth centur}' were mainly interested in how to 
build up the image of a beautiful body.To the Gothic artist all these 
methods and tricks were only a means to an end, which was to tell his 
sacred story more movingly and more convincingly. He does not tell it 
for its own sake, but for the sake of its message, and for the solace and 
edification the faithful could derive from it. The attitude of Christ as 
He looks at the dying Virgin was clearly more important to the artist 
than skilful rendering of muscles. 

The Church Triumphant 
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129 - Ekkehart and Ura. From the series of 'Founders' in the choir of 
Naumburg Cathedral. About 1260 

In the course of the thirteenth century, some artists went even further 
in their attempts to make the stone come to hfe. The sculptor who was 
given the task of representing the founders of the Naumburg Cathed¬ 
ral in Germany, round about 1260, almost convinces us that he por¬ 
trayed actual knights of his time (Fig. 129). It is not very likely that he 
really did—these founders had been dead many years, and were noth¬ 
ing but a name to him. But his statues of men and women seem to 
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have come to life under his hands. They look immensely energetic and 
vigorous— the true contemporaries of Simon of Montfort. I 

The Church Triumphant 



i30. Tu £ .i A C..From a Psairer niin-.iicnp: Probably 

painted between 1250 and 130D. Besan A on, Bibliotheque Munidpale 

To work for cathedrals was the main task of the northern sculptors of 
the thineenth centur,-. The most frequent task of the northern paint¬ 
ers of that time was the illumination of manuscripts, but the spirit of 
these illustrations was very different from that of the solemn 
Romanesque book pages. If we compare the 'Annunciation' from the 
twelfth centum- j). 128, Fig. 120] with a page from a thirteenth- 
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centur\- Psalter (Fig. 130) we gain a measure of this change. It shows 
the entombment of Christ, similar in subject and in spirit to the rehef 
from Strasbourg Cathedral Fig. 128 A . Once more we see how import¬ 
ant it has become to the artist to show us the feeling of his figures. The 
Virgin bends over the dead body of Christ and embraces it, while St. 
John wrings his hands in grief. As in the relief, we see what oains the 
artist took to fit his scene into a regular pattern: the angels in the 

top comers coining out of the clouds with censers in their hands, and 
the sen-ants with their strange pointed hats—such as were worn by the 
Jews in the Middle j A es—supporting the body of Christ. This expres¬ 
sion of intense feeling, and this regular distribution of the figures on 
the page, were obviously more important to the artist than any at¬ 
tempt to make his figures lifelike, or to represent a real scene. He does 
not mind that the sen-ants are much smaller than the holy personages, 
and he does not give us any indication of the place or the setting. We 
imderstand what is happening without any such external indications. 
Though it was not the artist's aim to represent things as we see them 
in reaUt}’, his knowledge of the human body, like that of the Stras¬ 
bourg master, was nevertheless infinitely greater than that of the 
painter of the twelfth-century miniature. These thirteenth-century- 
artists were no longer content to copy models from panem books and 
adapt them to their use. Although they respeaed the traditional forms 
in which a sacred story was to be told, they took pride in making it 
more moving and more Ufelike. 

It was in the thirteenth centun.- that artists did occasionally abandon 
their pattern book altogether, in order to represent something because 
it interested them. \X'e can hardly imagine today what this meant. We 
think of an artist as a person with a sketchbook who sits down and 
makes a drawing from Ufe whenever he feels inclined. But we know 
that the whole training and upbringing of the medieval artist was very 
different. He started by being apprenticed to a master, whom he 
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assisted at first by carrj-ing out his instructions and filling in relatively 
imimportant parts of a picture. Gradually he would learn how to rep¬ 
resent an apostle, and how to draw the Holy Virgin. He would learn to 
copy and rearrange scenes from old books, and fit them into different 
frames, and he would finally acquire enough facilit}- in all this to be 
able even to illustrate a scene for which he knew no pattern. But never 
in his career would he be faced with the necessity of taking a sketch¬ 
book and drawing something from life. Even when he was asked to 
represent a particular person, the ruling king or a bishop, he would 
not make what we should call a likeness. There were no portraits as we 
understand them in the Middle Ages. All the artists did was to draw a 
conventional figure and to give it the insignia of office—a crown and 
sceptre for the king, a mitre and crozier for the bishop—and perhaps 
write the name imdemeath so that ±ere could be no mistake. It may 
seem strange to us that artists who were able to make such lifelike fig¬ 
ures as the Xaumburg foimders Fig. 129) should have found it difficult 
to make a likeness of a particular person. But the whole idea of sitting 
down in front of a person or an object and copying it was alien to 
them. It is all the more remarkable that, on certain occasions, artists in 
the thirteenth centun," did in faa draw something from life. They did it 
when they had no conventional pattern on which they could rely. Fig. 
131 shows such an exception. It is the picture of an elephant drawn by 
the EngUsh historian Matthew Paris in the middle of the thineenth 
ceniurj-. This elephant had been sent by St. Louis, King of France, to 

The Church Triumphant 

Henn- III in 1255. It was the first that had been seen in England. The 
figure of the servant by its side is not a very convincing hkeness, 
though we are given his name, Henricus de Flor. But what is interest¬ 
ing is that in this case the artist was very anxious to get the right pro¬ 
portion. Between the legs of the elephant there is a Latin inscription 
saj'ing: 'By the size of the man portrayed here you may imagine the 
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size of the beast represented here'. To us this elephant may look a 
Httle queer, but it does show, I think, that medieval artists, at least in 
the thirteenth centurj', were ver}' well aware of such things as propor¬ 
tions, and that, if they ignored them so often, they did so not out of ig¬ 
norance but simply because they did not think they mattered. In the 
thirteenth century, the time of the great cathedrals, France was the 
richest and most important coimtry in Europe. The University of Paris 
was the intellectual centre of the Western world. In Italy, which was 
much disimited, the ideas and methods of the great French cathedral 
builders, which had been so eagerly imitated in Germany and Eng¬ 
land, did not at first meet with much response. 



131. MATTHEW PARIS: An elephant and 
its keeper. Drawn in 1255. Cambridge, 
Corpus Christ! CoUege 
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132. NICOLA PISANO: Anminciatioti, Nativity arid Shepherds. From 
the marble pulpit of the Baptistery in Pisa. Completed in 1260 

It was only in the second half of the thirteenth centun A that an Italian 
sctilptor began to emulate the example of the French masters and to 
study the methods of classical sculpture in order to represent nature 
more convincingly. This artist was Nicola Pisano who worked in the 
great seaport and trading centre of Pisa. Fig. 132 shows one of the re¬ 
liefs of a pulpit he completed in 1260. At first it is not quite easy to see 
what subject is represented because Pisano followed the medieval 
practice of combining various stories within one frame. Thus the left 
comer of the relief is taken up with the group of the Annimciation and 
the middle with the Birth of Christ. The Virgin is lying on a bedstead, 
St. Joseph is crouching in a comer, and two ser\-ants are engaged in 
bathing the Child. They seem to be jostled about by a herd of sheep, 
but these really belong to a third scene—the story of the Annunciation 
to the Shepherds which is represented in the right-hand comer where 
the Christ-child appears once more in the manger. But if the scene ap¬ 
pears a little crowded and confiising the sctilptor has nevertheless 
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contrived to give each episode its proper place and its nvid details. 
One can see how he enjoyed such touches of obser\-ation as the goat 
in the right-hand comer scratching its head with its hoof, and one real¬ 
izes how much he owed to the study of classical sculpture when one 
looks at his treatment of garments and folds. Like the master of Stras¬ 
bourg who worked a generation before him .Fig. 128), or like the mas¬ 
ter of Naumhurg who may have been about his age, Nicola Pisano had 
learned the methods of the ancients to show the forms of the body un¬ 
der the drapery and to make his figures look both dignified and 
convincing. 

Itahan painters were even slower than Itahan sculptors in responding 
to the new spirit of the Gothic masters. Itahan cities such as Venice 
were in close contact with the Byzantine Empire and Italian craftsmen 
looked to Constantinople rather than to Paris for inspiration and guid¬ 
ance. In the thirteenth century Itahan churches were stiU decorated 
with solemn mosaics in the 'Greek manner'. 

It might have seemed as if this adherence to the conservative stvie of 
the East would prevent all change, and indeed the change was long 
delayed. But when it came, towards the end of the thirteenth century, 
it was this firm grounding in the Byzantine tradition which enabled 
Itahan art not only to catch up with the achievements of the northern 
cathedral sculptors but to revolutionize the whole art of painting. 

We must not forget that the sculptor who aims at reproducing nature 
has an easier task than the painter who sets himself a similar aim. The 
sculptor need not worry about creating an illusion of depth through 
foreshortening or through modelling in fight and shade. His statue 
stands in real space and in real hght. Thus the sculptors of Strasbourg 
or Navunburg could reach a degree of lifelikeness which no thirteenth- 
century painting could match. For we remember that northern paint¬ 
ing had given up all pretence of creating an illusion of reafitv*. Its 
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principles of artangement and of story-telling were governed by quite 
different aims. 

It was Byzantine art that ultimately allowed the Itahans to leap the 
barrier that separates sculpture from painting. For all its rigidin- Byz¬ 
antine an had preser\-ed more of the discover: ~s of the Hellenistic 
painters than had sun4ved the picture-writing of the dark ages in the 
West. We remember how many of these achievements still lay hidden, 
as it were, under the frozen solemnit}- of a Byzantine painting like p. 
93, Fig. 85; how the face is modelled in hght and shade and how the 
throne and the footstool sho'v a correct Bmderstanding of the prin¬ 
ciples of foreshortening. With methods of this kind a genius who broke 
the spell of Byzantine conservatism could venture out into a new world 
and translate the lifelike figures of Gothic sculpture into painting This 
genius Italian art found in the Florentine painter Giono di Bondone 
(i266?-i337). 

It is usual to start a new chapter with Giotto; the Italians were con¬ 
vinced that an entirely new epoch of art had begun with the appear¬ 
ance of that great painter. We shall see that they were right. But for all 
that, it may be useful to remember that in real histor A * there are no 
new chapters and no new beginnings and that it detracts nothing from 
Giotto's greatness if we reahze that his methods owe much to the 
Bj'zantine masters, and his aims and outlook to the great sctilptors of 
the northern cathedrals. 

Giono's most famous works are wall-paintings or frescoes (so called 
because they must be painted on the wall while the plaster is still//««/ 
!, that is, wet). In or about the year 1306 he covered the walls of a 
small church in Padua in northern Italy with stories from the life of 
the Virgin and of Christ. Underneath he painted personifications of 
virtues and vices such as had sometimes been placed on the porches of 
northern cathedrals. 




216/730 


Fig- !33 shows Giotto's figure of Faith, a matron with a cross in one 
hand, a scroll in the other. It is easy to see the similarity of this noble 
figure to the works of the Gothic sculptors. But this is no statue. It is a 
painting which gives the illusion of a statue in the round, ,A 'e see the 
foreshortening of the arm, the modelling of the face and neck, the 
deep shadows in the flowing folds of the draperj". Nothing like this 
had been done for a thousand 3'ears. Giotto had rediscovered the art 
of creating the illusion of depth on a flat surface. 

For Giono this discover}' was not only a trick to be displayed for its 
own sake. It enabled him to change the whole conception of painting. 
Instead of using the methods of picture writing he could create the il¬ 
lusion as if the sacred ston,’ were happening before our very eyes. For 
this it was no longer sufiicient to look at older representations of the 
same scene and adapt these time-honoured models to a new use. He 
rather followed the advice of the friars who exhorted the people in 
their sermons to visualize in their mind, when reading the Bible and 
the legends of the Saints, what it must have looked like when a 
carpenter's family fled to Egypt or when the Lord was nailed to the 
cross. He did not rest till he had thought it all out 
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! 33 _ GIOTTO: Faith. WaU-painting in the CappeUa deU' Arena in 
Padua. Probably completed in 1306 


The Church Triumphant 
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134 - GIOTTO: The Mourning of Chris:. Wall-painting in the Cappella 
dell' Arena in Padua. 

Probably completed in 1306 

afresh: how would a man stand, how would he act, how would he 
move, if he took pan in such an event ? Moreover, how would such a 
gesture or movement present itself to our eyes ? 

We can best gauge the extent of this revolution if we compare one of 
Giotto's frescoes from Padua (Fig. 134) with a similar theme in the 
thirteenth-century miniature in Fig. 130. The subject is the mourning 
over the dead body of Christ, with the Virgin embracing her son for the 
last time. In the miniature, as we remember, the artist was not inter¬ 
ested in representing the scene as it might have happened. He varied 
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the size of the figtires so as to fit them well into the page, and if we try 
to imagine the space between the figures in the foreground and St. 
John in the background—with Christ and the Virgin in betw-een—we 
realize how everything is squeezed together, and how httle the artist 
cared about space. It is the same indifference to the real place where 
the scene is happening which led Nicola Pisano to represent different 
episodes within one frame. Giotto's method is completely different. 
Painting, for him, is more than a substitute for the written word. 

The Church Triumphant 

147 
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135 - Detail of Fig. 134 

We seem to witness the real event as if it were enacted on a stage. 
Compare the conventional gesture of the mourning St. John in the 
miniature with the passionate movement of St. John in Giotto's paint¬ 
ing as he bends forward, his arms extended sideways. If we try here to 
imagine the distance between the cowering figures in the foreground 
and St. John, we immediately feel that there is air and space between 
them, and that they can all move.These figures in the foreground show 
how entirely new Giotto's art was in every respect. We remember that 
early Christian art had reverted to the old Oriental idea that to tell a 
story clearly every figure had to be shown completely, almost as was 
done in Egyptian art. Giotto abandoned these ideas. He did not need 
such simple devices. He shows us so convincingly how each figure re¬ 
flects the grief of the tragic scene that we sense the same grief in the 
cowering figures whose faces are hidden from us. 

Giono's fame spread far and wide. The people of Florence were proud 
of him. They were interested in his hfe, and told anecdotes about his 
wit and dexterit\-. This, too, was rather a new thing. Nothing quite like 
it had happened before. Of course, there had been masters who had 
enjoyed general esteem, and been recommended from monastery to 
monastery, or from bishop to bishop. But, on the whole, people did 
not think it necessary to preser\-e the names of these masters for pos¬ 
terity'. They thought of them as we think of a good cabinet-maker or 
tailor. Even the artists themselves were not much interested in acquir¬ 
ing fame or notoriet\\ Very often they did not even sign their work. 
We do not know the names of the masters who made the sculptures of 
Chartres, of Strasbourg or Naumburg. No doubt they were appreciated 
in their time, but they gave the honour to the cathedral for which they 
worked. In this respect too, the Florentine painter Giono begins an en¬ 
tirely new chapter in the histor}' of art. From his day onwards the 
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history- of art, first in Italy and then in other countries also, is the his¬ 
tory of the great artists. 



136. The King and his architect {with compass and ruler) visiting the 
building site of a cathedral 

'King Offa at St. Albans']. From an English manuscript of the Life of 
St. .-Mban 


probably painted by .matthew paris about 1260. Dublin, Triaiij' 
College 

CHAPTER II • COURTIERS AND BURGHERS 


The Fourteenth Century 
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137 - The 'decorated' style: the ivest front of Exeter Cathedral. About 
1350-1400 

TH E thirteenth century had been the century of the great cathedrals, 
in which nearly all branches of art had their share. Work on these im¬ 
mense enterprises continued into the fourteenth century and even 
beyond, but they were no longer the main focus of art. We must re¬ 
member that the world had changed a great deal during that period. In 
the middle of the rsvelfth centun,', when the Gothic style was first de¬ 
veloped, Europe was still a thinly populated continent of peasants with 
monasteries and barons' castles as the main centres of power and 
learning. The ambition of the great Bishops' Sees to have mighn- 
cathedrals of their own was the first indication of an awakening civic 
pride of the towns. But a hundred and fifty years later these towns had 
grown into teeming centres of trade whose burghers felt increasingly 
independent of the power of the Church and the feudal lords. Even the 
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nobles no longer lived a life of grim seclusion in their fortified manors, 
but moved 

to the cities with their comfort and fashionable luxun* there to display 
their wealth atthe courts of the might)', ,A 'e can get aver}' vivid idea of 
what hfe in the fourteenth century was like if we remember the works 
of Chaucer, with his knights and squires, friars and artisans. This was 
no longer the world of the Crusades, and of those paragons of chivalr}’, 
which we remember when looking at the founders of Naum-burg (Fig. 
129). It is never safe to generalize too much about periods and styles. 
There are always exceptions and examples which would not fit any 
such generalization. But, with that reser\’ation, we may say that the 
taste of the fourteenth century was rather for the refined than for the 
grand. 

This is exemplified in the architecture of the period. In England we 
distinguish between the pure Gothic st}’le of the early cathedrals, 
which is known as Early Enghsh, and the later development of these 
forms, known as the Decorated Sn'le. The name indicates the change 
of taste. The Gothic builders of the fourteenth century were no longer 
content with the clear majestic outline of the earher cathedrals. They 
liked to show their skill in decoration and in complicated tracer}'. The 
west window of Exeter Cathedral is a tj-pical example of this st}'le Tig. 
137 )- 

Churches were no longer the main tasks of the architects. In the grow¬ 
ing and prosperous cities many secular buildings had to be de¬ 
signed-town halls, guild halls, colleges, palaces, bridges and city 
gates. One of the most celebrated and charaaeristic 
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138. The Palace of the Doges of Venice. Begun in 1309 

Courtiers and Burghers buildings of this kind is the Ducal Palace of 
Venice {Fig. 138;, which was begun in the fourteenth century', when 
the power and prosperity- of ±at cit%- were at their height. It shows 
that this later development of the Gothic st\-le, for all its delight in or¬ 
nament and tracer}-, could yet achieve its own effect of grandeur. 

The most characteristic works of sctilpture in the founeenth century- 
are perhaps not those of stone, which were made in great numbers for 
the churches of the period, but rather the smaller works of precious 
metal or ivory, in which the craftsmen of the period excelled. Fig. 139 
shows a httle silver statue of the Virgin made by a French goldsmith in 
1339. Works of this kind were not intended for public worship. Rather 
were they to be placed into a palace chapel for private prayer. They are 
not meant to proclaim a truth in solemn aloofness, like the statues of 
the great cathedrals, but to excite love and tenderness. The Paris gold¬ 
smith was thinking of the Virgin as of a real mother, and of Christ as a 
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real child, thrusting His hand at His mother's face. He took care to 
avoid any impression of rigidit}-. That is why he gave the 

figure the shght bend—she rests her arm on her hip to support the 
child, while the head is bent towards Him. Thus the whole body seems 
slightly to sway in a gentle cur\-e, ver\- much like an S, and Gothic 
artists of the period were \tx\ fond of this motif. In fact the artist who 
made this statue probably did not invent either the peculiar posture of 
Our Lady, or the motif of the child pla\-ing with her. In such things he 
w-as following the general trend of fashion. His own contribution lay 
in 
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139- The Virgin. Silver statue dedicated by Joan of Evreux in 1339. 
Paris, Lou\Te 

the exquisite finish of ever}" detail, the beaut}- of the hands, the httle 
creases in the baby's arms, the wonderful surface of silver and enamel, 
and, last but not least, the exact proportion of the statue, with its small 
and graceful head on a long and slender body. There is nothing 
haphazard in these works of the great Gothic craftsmen. Such details 
as the draper}- falling o%er the right arm show the infinite care the 
artist has taken to compose it into graceful and melodious lines. We 
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can never do these works justice if we just pass them by in our mu¬ 
seums, and devote no more than a quick glance to them. They were 
made to be appreciated by real connoisseurs, and treasured as pieces 
worthy of devotion. 

The love of fourteenth-centur}- painters for graceful and delicate de¬ 
tails is seen in such famous illustrated manuscripts as the Enghsh 
Psalter known as 'Queen Mar}-'s Psalter'. Fig. 140 shows Christ in the 
Temple, conversing with the learned scribes. They have put Him on a 
high chair, and He is seen explaining some point of doctrine with the 
charaaeristic gesture used by medieval artists when they wanted to 
draw a teacher. The Jewish scribes raise their hands in attitudes of 
awe and astonishment, and so do Christ’s parents, who are just com¬ 
ing on to the scene, looking at each other wonderingly. The method of 
telling the stor}- is still rather imreal. The artist has evidently not yet 
heard of Giotto's discovery of the way in which to stage a scene so as to 
give it life. Christ, who was twelve at the time, as the Bible tells us, is 
minute in comparison with the grown-ups, and there is no attempt on 
the part of the artist to give us any idea of the space between the fig¬ 
ures. Moreover we can see that all the faces are more or less drawn ac¬ 
cording to one simple formula, with the cur\'ed eyebrows, the mouth 
drawn downwards and the curly hair and beard. It is all the more sur¬ 
prising to look down the same page and to see that another scene has 
been added, which has nothing to do with the sacred text. It is a theme 
from the daily life of the time, the hunting of ducks with a hawk. Much 
to the dehght of the man and woman on horseback, and of the boy in 
front of them, the hawk has just got hold of a duck, while two others 
are flying away. The artist may not have looked at real twelve-year-old 
boys when he painted the scene above, but he had imdoubtedly looked 
at real hawks and ducks when he painted the scene below. Perhaps he 
had too much reverence for the bibhcal narrative to bring his obsen'a- 
tion of actual life into it. He preferred to keep the two things apart: the 
clear s}Tnbohc way of telling a stor}’ with easily readable gestures and 
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no distracting details, and, on the margin of the page, the piece from 
real life, which reminds us once more that this is Chaucer's centur}'. It 
was only in the course of the fourteenth centur}- that the two elements 
of this art, the gracefiil narrative and the faithful obsenation were 
gradually fused. Perhaps this would not have happened so soon 
without the influence of Itahan art. 

In Italy, particularly in Florence, the art of Giotto had changed the 
whole idea of painting. The old B}"zantine maimer suddenly seemed 
stiff and outmoded. 
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140. Christ in the Temple; a hatching party. Page from 'Queen Mary's 
Psalter' paintej in England about 1310. London, British Museum 

Nevertheless it would be wrong to imagine that Italian art was sud¬ 
denly set apart 

from the remainder of Europe. On the contrary. Giotto's ideas gained 
influence in 

the coimtries north of the Alps, while the ideals of the Gothic painters 
of the north 

also began to have their effect on the southern masters. It was particu¬ 
larly in Siena, 

another Tuscan town and a great rival of Florence, that the taste and 
fashion of these 

northern artists made a very deep impression. The painters of Siena 
had not broken 

with the earher Byzantine tradition in such an abrupt and revolution¬ 
ary manner as 

Giotto in Florence. Their greatest master of Giotto's generation, Duc¬ 
cio, had tried 
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— A and tried successfully—to breathe new life into the old Byzantine 
forms instead of 

discarding them altogether. The altar panel of Fig. 141 was made by 
two younger 

masters of his school, Simone Martini (1285 ?-i357?) and Lippo 
Memmi (died 

1347?). It shows to what an extent the ideals and the general atmo¬ 
sphere of the 

fourteenth century had been absorbed by Sienese art. The painting 
represents the 

Annunciation—the moment when the Archangel Gabriel arrives from 
Heaven to 

greet the Virgin, and we can read his words coming out of his mouth: 
'Ave Maria, 

grazia plena'. In his left hand he holds an oHve branch, symbol of 
peace; his right 

hand is lifted as if he were about to speak. The Virgin has been read¬ 
ing. The 

appearance of the angel has taken her by surprise. She shrinks away in 
a movement 

of awe and humility, while looking back at the messenger from 
Heaven. Between the 
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two there stands a vase with white liUes, symbols of virginity, and high 
up in the 

central pointed arch we see the dove, symbol of the Holy Ghost, 
surrounded 

by four-winged cherubim. These masters 
shared the predilection of the French and 
English artists of Figs. 139 and 140 for 
delicate forms and a lyrical mood. They 
enjoyed the gentle curves of the flowing 
drapery and the subtle grace of slender 
bodies. The whole painting, in fact, looks 
like some precious goldsmith's work, with 
its figures standing out from a golden 
background, so skilfully arranged that they 
form an admirable panem. One can never 
cease to wonder at the way in which these 
figures are fitted into the complicated 
shape of the panel; the way in which the 
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angel's wings are framed by the pointed 
arch to the left, and the Virgin’s figure 
shrinks back into the shelter of the pointed 

141. SIMONE MARTINI and LIPPO memmi: atch to the right, while 
the empty space The Annunciation. V A A xaed in i A 'i'iioT an ,,. ...,, 

altar in Siena Cathedral. Florence, Uffizi between them IS filled by the 
vase and the 



dove over it. The painters had learned this art of fitting the figures into 
a pattern from the medieval tradition, A "e had occasion, earlier, to ad¬ 
mire the way in which medieval artists arranged the symbols of the 
sacred stories so as to form a satisfying pattern. But we know that they 
did so by ignoring the real shape and proportion of things, and by for¬ 
getting about space altogether. That was no longer the way of the 
Sienese artists. Perhaps we may find their figures a httle strange, with 
their slanting eyes and cur%"ed mouths. But we need only look at 
some details to see that the achievements of Giotto had by no means 




233/730 


been lost on them. The vase is a real vase standing on a real stone 
floor, and we can tell exactly where it stands in relation to the angel 
and the Virgin. The bench on which the Virgin sits is a real bench, re¬ 
ceding into the backgroimd, and the book she holds is not just the 
s\"mbol of a book, but a real prayer book with Ught falling on it and 
with shade benveen the pages, which the artist must have studied from 
a prayer book in his studio. 

Giotto was a contemporary" of the great Florentine poet Dante, who 
mentions him in his Dizim Ccrfujy. Simone Martini, the master of Fig. 
141, was a friend of Petrarch, the greatest Italian poet of the next gen¬ 
eration. Petrarch's fame today rests mainly on the many love-sonnets 
he wrote for Laura. We know from them that Simone Martini painted 
a portrait of Laura which Petrarch treasured. Now this may not seem 
to us a ven." startling fact unless we remember that portraits in our 
sense had not existed during the Middle Ages. We remember that 
artists were content to use any conventional figure of a man or a wo¬ 
man, and to write on it the name of the person it was intended to rep¬ 
resent. Unfortunately, Simone Martini’s portrait of Laura is lost, and 
we do not know how far it was a real likeness. We do know, however, 
that this artist and other masters in the fourteenth century- painted 
likenesses from nature, and that the art of portraiture developed dur¬ 
ing that period. Perhaps the way in which Simone Aiartini looked at 
nature and obser\-ed details had something to do with this, for the 
artists of Europe had ample opportimitj' of learning from his achieve¬ 
ments. Like Petrarch himself, Simone Martini spent many years at the 
court of the Pope, which was at that time not in Rome but at Avignon 
in France. France was still the centre of Europe, and French ideas and 
stales had a great influence e%'erywhere. Germany was niled by a fam¬ 
ily from Luxembourg who had their residence in Prague. There is a 
wonderful series of busts dating from this period A beuveen 13-9 and 
1386 a in the cathedral of Prague. They represent benefactors of the 
church and thus sen A e a similar purpose as the figures of the 
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Naumburg "Founders' j). 139, Fig. 129). But here we need no longer be 
in doubt. These are real portraits. For the series includes busts of con¬ 
temporaries including one of the artist in charge, Peter Parler the 
Younger, which is in all probability the first real self-portrait of an 
artist known to us A Fig. 142). 

Bohemia became one of the centres through which this influence from 
Italy and France spread more widely. Its contacts reached as far as 
England, where Richard II 

K 
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142. PETER PARLER THE YOUKGER: Self-PoTtrait in Prague 
Cathedral. Between 1379 and 1386 

Courtiers and Burghers 



143. St. John. St. Edicard the Confessor and St. Edmimd reeommend 
Richard II to the From the Wilton Diptych. About 1400. London, Na¬ 
tional Gallery 

Virgin. 

married Anne of Bohemia. England traded with Burgundy. Europe, in 
fact, or at least the Europe of the Latin Church, was still one large imit. 
Artists and ideas travelled from one centre to another, and no one 
thought of rejecting an achievement because it was 'foreign'. The snle 
which arose out of this mutual give-and-take towards the end of the 
founeenth century is known among historians as the 'International 
Style'. A wonderful example of it in England, possibly painted by a 
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French master for an Enghsh king, is the so-called \ A 'ilton diptjxh 
(Fig. 143). It is interesting to us for many reasons, including the fact 
that it, too, records the features of a real historical personage, and that 
of no other than .\nne of Bohemia's unlucky husband —King Richard 
II. He is painted kneeling before the Holy Virgin, with three saints in¬ 
terceding for him, and presenting him to the Qirist-child who is bend¬ 
ing forward with a gesture of blessing, and is surrounded by choirs of 
angels. Two of the saints and one angel point towards the king, as if to 
draw the Virgin's attention to him. Perhaps something of the ancient 
magical attitude towards the image still sun-ives in the custom of 
'donors' portraits' to remind us of the tenacity- of these beliefs which 
we have found in the ver\- cradle of art. Who can tell whether the 
donor did not feel somehow reassured in the rough and tumble of Ufe, 
in which his own part was perhaps not always very saindy, to know 
that in seme quiet church or chapel there was something of himself—a 
likeness fixed there through an artist's skill, which always kept com¬ 
pany with the saints and angels and never ceased praying ? 

Courtiers and Burghers 

It is easy to see how the art of the Wilton diptych is linked with the 
works we have discussed before, how it shares with them the taste for 
beautiful flowing lines and for dainty and dehcate motifs.The way in 
which the Virgin touches the foot of the Christ-child, and the gestures 
of the angels with their long and slender hands, remind us of figures 
we have seen before. Once more we see how the artist showed his skill 
in foreshortening, for instance in the posture of the angel kneeling on 
the left side of the panel, and how he enjoys making use of studies 
from nature in the many flowers which adorn the paradise of his 
imagination. 

The artists of the International Style applied the same power of ob- 
sen'ation, and the same delight in dehcate and beautiful things, to 
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their portrayal of the world around them. It had been customary' in 
the Middle Ages to illustrate calendars with pictures of the changing 
occupations of the months, of sowing, hunting, harvesting. A calendar 
attached to a prayer book which a rich Burgundian duke had ordered 
from the workshop of the brothers Limbourg (Fig. 144) shows how 
these pictures from real hfe had gained in liveliness and obser\-ation, 
even since the time of Queen Mary's Psalter of Fig. 140. The miniature 
represents the annual spring festival of the courtiers. They are riding 
through a wood in gay attire, wreathed with leaves and flowers. We 
can see how the painter enjoyed the spectacle of the pretty girls in 
their fashionable dresses, and how he took pleasure in bringing the 
whole colourful pageantr}' on to his page. Once more we may think of 
Chaucer and his pilgrims; for our artist, too, took pains to distinguish 
the different types, so skilfully that we almost seem to hear them talk¬ 
ing. Such a picture was probably painted with a magnifying glass, and 
it should be studied with the same loving attention. All the choice de¬ 
tails which the artist has crowded on to his page combine to build up a 
picture which looks nearly like a scene from real life. Nearly, but not 
quite; for when we notice that the artist has closed the background 
with a kind of curtain of 




144 - PALL and JEAN" DE LIMBOURG: May. 
Page from a Book of Hours painted for the 
Duke of Berry about 1410. Chantilly, 

Musee Conde 
Courtiers and Burghers 
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145 - PiSAKELLO: Monkey. Leaf from a sketch-book. About 1430. Par¬ 
is, Louvre 

trees, beyond which we see the roof-tops of a vast castle, we realize 
that what he gives us is not an actual scene from nature. His art seems 
so far removed from the symbolic way of telling a sioiy which earlier 
painters had used, that it needs an effort to realize that even he caimot 
represent the space in which his figures move, and that he achieves the 
illusion of realit}- mainly through his close anention to detail. His 
trees are not real trees painted from nature, but rather a row of svTn- 
bohc trees, one beside the other, and even his human faces are still de¬ 
veloped more or less out of one charming formula. Nevertheless, his 
interest in all the splendour and gaiet}' of the real life aroimd him 
shows that his ideas about the aims of painting were ver\' different 
from those of the artists of the early Middle Ages. The interest had 
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gradually shifted, from the best way of telling a sacred story as clearly 
and impressively as possible, to the methods of representing a piece of 
nature in the most faithful way. We have seen that the two ideals do 
not necessarily clash. It was cenainly possible to place this newly ac¬ 
quired knowledge of nature at the ser\-ice of rehgious art, as the mas¬ 
ters of the fourteenth century had done, and as other 

masters were to do after them; but, for the artist, the task had never¬ 
theless changed. Formerly it was sufficient traiiung to learn the an¬ 
cient formulae for representing the main figures of the sacred story 
and to apply this knowledge in ever-new combinations. Now the 
artist's job included a different skiU. He had to be able to make studies 
from nature and to transfer them to his pictures. He began to use a 
sketch-book, and to lay up a store of sketches of rare and beautiful 
plants and animals. What had been an exception in the case of Mat¬ 
thew Paris 'p. 142, Fig. 131) was soon to be the rule. A drawing such as 
Fig. 145, made by the North Itahan artist Pisanello (1397 ?-i45o) only 
some twenty years after the Limbourg miniature shows how this habit 
led artists to study a Uve animal with loving interest. The pubhc which 
looked at the artist's works began to judge them by the skill with which 
nature was portrayed, and by the wealth of attractive details which the 
artist managed to bring into his pictures. The artists, however, wanted 
to go one bener. They were no longer content with the newly acquired 
mastery of painting such details as flowers or animals from nature; 
they wanted to explore the laws of vision, and to acquire sufficient 
knowledge of the human body to build it up in their statues and pic¬ 
tures as the Greeks had done. Once their interest took this turn, medi¬ 
eval art was really at an end. We come to the period usually known as 
the Renaissance. 
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146. A SciilpTor ai VTork. One of ANDREA PiSAKO's reliefs on the 
Florentine Campanile. About 1340 

CHAPTER 12 • THE CONQUEST OF REALITY 

The Early Fifteenth Century 



147. An Early Renaissance Church: the Cappella Pazzi, Floreitce. 
Designed bvBRUNELLESCHl about 1430 
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THE word Renaissance means rebir± or revival, and the idea of such a 
rebirth had gained ground in Italy ever since the time of Giotto. WTien 
people of the period wanted to praise a poet or an artist, they said that 
his work was as good as that of the ancients. Giotto had been exalted 
in this way as a master who had led to a true revival of art; by this, 
people meant that his art was as good as that of the famous masters 
whose work they found praised in the classical Greek and Roman 
writers. It is not surprising that this idea became popular in Italy. The 
Italians were very much aware of the fact that in the distant past Italy, 
with Rome her capital, had been the centre of the civilized world, and 
that her power and glory had waned since the Germanic tribes, Goths 
and Vandals, had invaded the country and broken up the Roman Em¬ 
pire. The idea of a revival was closely connected in the minds of the 
Italians with the idea of a rebirth of 'the grandeur that was Rome'. The 
period between the classical age, to which they looked back with pride, 
and the new era of rebirth for which they hoped, was merely a 

sad interlude, 'The Time Between'. Thus the idea of a rebirth or renais¬ 
sance was responsible for the idea that the intervening period was a 
Middle Age—and we still use this terminology. As the Italians blamed 
the Goths for the downfall of the Roman Empire, they began to speak 
of the art of this intervening period as Gothic, by which they meant 
barbaric—much as we still speak of vandalism when we refer to the 
useless destruction of beautiful things. 

We now know that these ideas of the Italians had little basis in fact. 
They were, at best, a crude and much simpHfied picture of the actual 
course of events. We have seen that some seven hundred years separ¬ 
ated the Goths from the rise of the art that we now call Gothic. We also 
know that the revival of art, after the shock and turmoil of the Dark 
Ages, came gradually and that the Gothic period itself saw this revival 
getting into its full stride. Possibly we can understand the reason why 
the Italians were less aware of this gradual growth and unfolding of art 
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than the people living farther north. We have seen that they lagged be¬ 
hind during part of the Middle Ages, so that the new achievements of 
Giotto came to them as a tremendous innovation, a rebirth of all that 
was noble and great in art. The Italians of the fourteenth century be¬ 
lieved that art, science and scholarship had flourished in the classical 
period, that all these things had been almost destroyed by the north¬ 
ern barbarians and that it was for them to help to revive the glorious 
past and thus bring about a new era. 

In no city was this feeling of confidence and hope more intense than in 
the wealthy merchant city of Florence. It was there, in the first decades 
of the fifteenth century, that a group of artists deliberately set out to 
create a new art and to break with the ideas of the past. 

The leader of this group of young Florentine artists was an architect, 
Filippo Brunelleschi (1377-1446). Brunelleschi was employed on the 
completion of the Cathedral of Florence. It was a Gothic cathedral, and 
Brunelleschi had fully mastered the technical inventions which formed 
part of the Gothic tradition. His fame, in fact, rests partly on an 
achievement in construction and design which would not have been 
possible without his knowledge of the Gothic methods of vaulting. The 
Florentines wished to have their cathedral crowned by a mighty cu¬ 
pola, but no artist was able to span the immense space between the 
pillars on which the cupola was to rest, till Brunelleschi devised a 
method of accomplishing this. When Brunelleschi was called upon to 
design new churches or other buildings, he decided to discard the tra¬ 
ditional style altogether, and to adopt the progranmie of those who 
longed for a revival of Roman grandeur. It is said that he travelled to 
Rome and measured the ruins of temples and palaces, and made 
sketches of their forms and ornaments. It was never his intention to 
copy these ancient buildings outright. They could hardly have been ad¬ 
apted to the needs of fifteenth-century Florence. What he aimed at 
was the creation of a new way of building, in which the 
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The Conquest of Reality 

forms of classical architecture were freely used to create new modes of 
harmony and beaun,-. 

A Tiat remains most astonishing in Bnmelleschi's achie\'ement is the 
fact that he actually succeeded in making his programme come true. 
For nearly fi\'e hundred years the architects of Europe and America 
have followed in his footsteps. Wherever we go in our cities and 
\dllages we find buildings in which classical forms, such as columns or 
pediments are used. It was only a generation ago that some architects 
began to question Brunel-leschi's programme and to revolt against the 
Renaissance tradition in building, just 

14S. hncrior ct rhc Cappella Pazzi. 

as he had revolted agamst the Gothic tradi- Designed bybrukelles 
c h i about 1430 tion. But most of the houses which are being 

built now, even those which ha\-e no columns or similar trimmings, 
still preser\-e remnants of classical form in the shape of mouldings on 
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doors and window-trames, or in the measurements and proportions of 
the building. If BnmeUeschi wanted to create the architecture of a new 
era, he cenainly succeeded. 

Fig. 147 shows ±e fai;ade of a Uttle church which Brunelleschi built for 
the powerful faimlv of the Pazzi in Florence. \ A 'e see at once that it has 
Uttle in common with any classical temple, but even less with the 
forms used by Gothic builders. BnmeUeschi has combined colimms, 
pUasters and arches in his own way to achieve an effect of Ughtness 
and grace which is different from anything that has gone before. De¬ 
tails such as the framing of the door, with its classical gable or pedi¬ 
ment, show how carefuUy BruneUeschi had studied the ancient ruins. 
\ A ’e see this e\en more clearly as we enter the church (Fig. 148). Noth¬ 
ing in this bright and weU-proportioned interior has any of the fea¬ 
tures which Gothic architects valued so highly. There are no high win¬ 
dows, no sUm piUars. Instead, the blank white wall is subdivided by 
grey pilasters (flat half-columns) which convey the idea of a classical 
'order', although they ser\-e no real function in the construction of the 
buUding. BruneUeschi only put them there to emphasize the shape 
and proportion of the interior. 




BruneUeschi was not only the initiator of Renaissance architecture. To 
him, it seems, is due another momentous discover}" in the field of art, 
which also dominated the art of subsequent centuries—that of per¬ 
spective. We have seen that even the Greeks, who understood fores- 
honening, and the Hellenistic painters who were 
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149 “ MASACCIO: The Holy Trimly, the Virgin, Si. John una Dunurs. 
Wall-painting in Sta Maria NoveUa, Florence. Painted about 1427 
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skilled in creating the illusion of depth (p. 77, Fig. 70), did not know 
the mathematical laws by which objects diminish in size as they recede 
into the backgroimd. We remember that no classical artist could have 
drawn the famous avenue of trees leading back into the picture until it 
vanishes on the horizon. It was Brunelleschi who gave the artists the 
mathematical means of solving this problem; and the excitement 
which this caused among his painter-friends must have been im¬ 
mense. Fig. 149 shows one of the first paintings which were made ac¬ 
cording to these mathematic rules. It is a wall-painting in a Florentine 
church, and represents the Holy Trinity with the Virgin and St. John 
under the cross, and the donors—an elderly merchant and his 
wife—kneeling outside. The artist who painted this was called Masac¬ 
cio (1401-28), which means ’climisy Thomas’. He must have been an 
extraordinary genius, for we know that he died when hardly twenty- 
eight years of age, and that by that time he had already brought about 
a complete revolution in painting. This revolution did not consist only 
in the technical trick of perspective painting, though that in itself must 
have been startling enough when it was new. A 'e can imagine how 
amazed the Florentines must have been when this wall-painting was 
tmveiled and seemed to have made a hole in the wall through which 
they could look into a new chapel in BnmeUeschi's modem stj'le. But 
perhaps they were even more amazed at the simpUcity and grandeur 
of the figures which were framed by this new architecture. If the 
Florentines had expected something in the vein of the International 
St\"le which was as fashionable in Florence as elsewhere in Europe, 
they must have been disappointed. Instead of delicate grace, they saw 
massive hea\-y figures; instead of easy-flowing curves, sohd angular 
forms; and, instead of dainty details such as flowers and precious 
stones, there was nothing but austere majestic architecture. But if 
Masaccio's art was less pleasing to the eye than the paintings they had 
been accustomed to, it was all the more sincere and moving. We can 
see that Masaccio admired the dramatic grandeur of Giotto, though he 
did not imitate him. The simple gesture with which the Holy Virgin 
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points to her crucified son is so eloquent and impressive because it is 
the only movement in the whole solemn painting. Its figures, in faa, 
look like statues. It is this effect, more than anything else, that Masac¬ 
cio has heightened by the perspective frame in which he placed his fig¬ 
ures. We feel we can almost touch them, and this feeling brings them 
and their message nearer to us. To the great masters of the Renais¬ 
sance, the new devices and discoveries of art were never an end in 
themselves. They always used them to bring the meaning of their sub¬ 
ject still nearer to our minds. 

The greatest sculptor of Brunelleschi's circle %vas the Florentine mas¬ 
ter Donatello (1386 P-I466). He was older than Masaccio by many 
years, but he hved much longer. Fig. 150 shows a work of his youth. It 
was commissioned by the guild of the armourers whose patron saint, 
St. George, it represents, and was destined for a niche on the outside 
of a Florentine church (Or San Michele). If we think back to 
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. : ; L L o: St. George. Mart >, A -. the Church of Or San Alichele. 

Florence. About 1416. Florence, Bargello 
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the Gothic statues outside the great cathedrals (p. 136, Fig. 127), we 
realize how completely Donatello broke with the past. These Gothic 
statues hovered at the side of the porches in calm and solemn rows 
looking like beings from a different world. Donatello's St. George 
stands firmly on the ground, his feet planted resoluteh- on the earth as 
if he were determined not to yield an inch. His face has none of the 
vague and serene beauty of medieval saints—it is all energy and con¬ 
centration. He seems to watch the approach of the enemy and to take 
its measure, his hands resting on his shield, his whole attitude tense 
with defiant determination. The statue has remained famous as an un¬ 
rivalled picture of youthfial dash and courage. But it is not only 
Donatello's imagination which we must admire, his faculty of visualiz¬ 
ing the knightly saint in such a fresh and convincing manner; his 
whole approach to the art of sculpture shows a completely new con¬ 
ception. Despite the impression of life and movement which the statue 
conveys it remains clear in outline and solid as a rock. Like Masaccio's 
paintings, it shows us that Donatello wanted to replace the gentle re¬ 
finement of his predecessors by a new and vigorous obser\'ation of 
nature. Such details as the hands or the brows of the saint show a 
complete independence from the traditional models. They prove a new 
and independent 
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151. DON'ATELLo: Herod's Feast. Gilt bronze relief from a font in S. 
Giovanni, Siena. 

Completed in 1427 

Study of the real features of the human body. For these Florentine 
masters of the beginning of the fifteenth centur>' were no longer con¬ 
tent to repeat the old formulae handed dowTi by medieval artists. Like 
the Greeks and Romans, whom they admired, they began to study the 
human body in their studios and workshops by asking models or 
fellow-artists to pose for them in ±e required attitudes. It is this new 
method and this new interest which makes Donatello's work look so 
fresh and so real. 
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Donatello acquired great fame in his lifetime. Like Giotto, a century 
earlier, he was frequently called to other Itahan cities to add to their 
beauty and glory. Fig. 151 shows a bronze rehef he made for the font of 
Siena ten years after the St. George, in 1427. Like the medieval font of 
p. 127, Fig. 119, it illustrates a scene from the life of St. John the 
Baptist. It shows the gruesome moment when the princess Salome had 
asked King Herod for the head of St. John as a reward for her dancing, 
and got it. We look into the royal banqueting hall, and beyond it to the 

musicians' gallery and a flight of rooms and stairs behind. The execu¬ 
tioner has just entered and knelt down before the king carijing the 
head of the saint on a charger. The king shrinks back and raises his 
hands in horror, children cry and run away, Salome's mother, who in¬ 
stigated the crime, is seen talking to the king, trying to explain the 
deed. There is a great void around her as the guests recoil. One of 
them covers his eyes with his hand, others crowd round Salome who 
seems just to have stopped in her dance. One need not explain at 
length what features were new in such a work of Donatello's. They all 
were. To people accustomed to the clear and graceful narratives of 
Gothic art, Donatello's way of telling a story must have come as a 
shock. Here there was no need to form a neat and pleasing pattern, 
but rather to produce the effect of sudden chaos. Like Masaccio's fig¬ 
ures, Donatello's are harsh and angular in their movements. Their ges¬ 
tures are violent, and there is no attempt to mitigate the horror of the 
story. To his contemporaries, the scene must have looked almost un¬ 
cannily aUve. 

The new art of perspective further increases the illusion of reality’. 
Donatello must have begtin by asking himself: 'What must it have 
been like when the head of the saint was brought into the hall ?' He 
did his best to represent a Roman palace, such as the one in which the 
event might have taken place, and he chose Roman t}’pes for the fig¬ 
ures in the background. W'e can see clearly, in fact, that at that time 
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Donatello, like his friend Brunelleschi, had begun a systematic study 
of Roman remains to help him bring about the rebirth of art. It is quite 
wrong, however, to imagine that this study of Greek and Roman art 
caused the rebirth or 'Renaissance'. The position was rather the other 
way round. The artists roimd Brunelleschi longed so passionately for a 
revival of art that they turned to nature, to science and to the remains 
of antiquity to reahze their new aims. 

The master}' of science and of the knowledge of classical art remained 
for some time the exclusive possession of the Italian artists of the 
Renaissance. But the passionate will to create a new art, which should 
be more faithful to nature than an\T±ung that had ever been seen be¬ 
fore, also inspired the artists of the same generation in the north. 

Just as Donatello's generation in Florence became tired of the sub¬ 
tleties and refinements of the International Gothic %vs\t and longed 
to create more vigorous, austere figures, so a sculptor beyond the Alps 
strove for an art more lifelike and more forthright than the deHcate 
works of his predecessors. This sculptor was Claus Sluter who worked 
from about 1380-1400 at Dijon, at that time the capital of the rich and 
prosperous Duchy of Burgundy. His most famous work is a group of 
prophets which once formed the base of a large crucifix marking the 
fountain of a famous place of pilgrimage (Fig. 152). They are the men 
whose words were interpreted as the prediction of the Passion. Each of 
them holds in his hand a large book or scroll on which these words 
were inscribed and seems to be meditating on this 

The Conquest of Reality 


169 




255/730 



152. CLAUS sluter: The Prophets Daniel and haiali. From the Moses 
Fountain near Dijon, 

erected between 1393 and 1402 

coming tragedy. These are no longer the solemn and rigid figures that 
flanked the porches of Gothic cathedrals (p. 136, Fig. 127). They differ 
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from these earUer works just as much as does Donatello's St. George. 
The man w-ith the turban is Daniel, the bareheaded old prophet, Isai¬ 
ah. As they stand before us, larger than life. 

still resplendent with gold and colour, they look less like statues than 
Uke impressive charaaers from one of the medieval mysten- plays just 
about to recite their part. But with all this striking illusion of hfelike¬ 
ness we should not forget the artistic sense with which Sluter has cre¬ 
ated these massive figures with the sweep of their drapery and the dig- 
nitj' of their bearing. 

Yet it was not a sculptor who carried out the final conquest of reality' 
in the north. For the artist whose revolutionan.- discoveries were felt 
from the beginning to represent something entirely new was the paint¬ 
er Jan van Eyck A i390 ?-i44i). Like Sluter, he was connected with the 
court of the Dukes of Burgundy, but he mostiy worked in the part of 
the Netherlands that is now called Belgium. His most famous work is a 
huge altar-piece with many scenes in the cit}- of Ghent. It is said to 
have been begun by Jan's elder brother Hubert, of whom httle is 
known, and was completed by Jan in 1432, during the same decade as 
saw the completion of the great works by Masaccio and Donatello 
already described. Fig. 153 is the part of this wonderful altar that 
shows saints or pilgrims flocking to the adoration of the Lamb. At first 
sight, this gay picture may not look ver\- different from the miniatures 
painted for the Burgundian court about a generation earlier (p. 158, 
Fig. 144). Indeed, if we look at the May festival as the brothers Lim- 
bourg painted it, we certainly see many striking similarities. Unlike 
the Florentine artists of his generation, Jan van Eyck did not break 
outright with the traditions of the International St}-le. He rather pur¬ 
sued the methods of the brothers Limbourg, and brought them to such 
a pitch of perfection that he left the ideas of medieval an behind. They, 
like other Gothic masters of their period, had enjoyed crowding their 
pictures with charming and dehcate details taken from observation. 
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They were proud to show their skill in painting flowers and animals, 
buildings, gorgeous costumes and jewellen,-, and to present a veritable 
feast to the eye. \X'e have seen that they did not concern themselves 
overmuch with the appearance of the figures and landscapes, and that 
their drawing and perspective were therefore not very convincing. One 
cannot say the same thing of Van Eyck's pictures. His obsen-ation of 
nature is even more patient, his knowledge of details even more exact. 
The trees and the building in the background show this difference 
clearly. The trees of the Limbourg brothers, as we remember, were 
rather schematic and conventional. This landscape looked like a back¬ 
cloth or a tapestrj- rather than actual scenery-. All this is quite differ¬ 
ent in Van Eyck's picture. Here we have real trees and a real landscape 
leading back to the cit}' and castie on the horizon. The infinite pa¬ 
tience with which the grass on the rocks, and the flowers growing in 
the crags, are painted bears no comparison with the ornamental un¬ 
dergrowth on the Limbourg miniature. What is true of the landscape is 
true of the figures. Van Eyck seems to have been so intent on reprodu¬ 
cing ever}- minute detail on his picture that we almost seem able to 
count the hairs of the horses' manes, or on the fur trimmings of the 
riders' costumes. The 
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.J Judges and ihdKmghis cf Christ, A ings from the Ghent altar. 

Completed in 1432. Ghent, St. Bavo 

white horse on the Limbourg miniarure looks a httle hke a rocking- 
horse.Van Eyck's horse is ven- similar in shape and posture, but it is 
alive. We can see the light in its eye, and the creases in its skin, and, 
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while the earher horse looks almost flat. Van Eyck's horse has rounded 
limbs which are modelled in hght and shade. 

It may seem petty to look out for all these small details and to praise a 
great artist for the patience with which he obser\-ed and copied 
nature. It would certainly be wTong to think less highly of the work of 
the brothers Limbourg or, for that matter, of any other painting, be¬ 
cause it lacked this faithful imitation of nature. But if we want to un¬ 
derstand the way in which northern art developed we must appreciate 
this infinite care and patience of Jan van Eyck. The southern artists of 
his generation, the Florentine masters of Brunelleschi's circle, had de¬ 
veloped a method by which nature could be represented in a picture 
with almost scientific accuracy. They began with the framework of per¬ 
spective Lines, and they built up the human body through their know¬ 
ledge of anatomy and of the laws of foreshortening. Van Eyck took the 
opposite way. He achieved the illusion of nature by patiently adding 
detail upon detail till his whole picture became like a mirror of the vis¬ 
ible world. This difference between northern and Itahan art remained 
important for many years. It is a fair guess to say that any work which 
excels in the representation of the beautiful surface of things, of 
flowers, jewels or fabric, will be by a northern artist, most probably by 
an artist from the Netherlands; while a painting with bold outlines, 
clear perspective and a sure master}' of the beautiful human body, will 
be Italian. 

To carry out his intention of holding up the mirror to reality in all its 
details, Van Eyck had to improve the technique of painting. He was 
the inventor of oil-painting. There has been much discussion about the 
exact meaning and truth of this assertion, but the details matter com¬ 
paratively httle. His was not a discover}' like that of perspective, which 
constituted something entirely new. What he achieved was a new pre¬ 
scription for the preparation of paints before they were put on the 
panel. Painters at that time did not buy ready-made colours in tubes 
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or boxes. They had to prepare their own pigments, mostly from col¬ 
oured plants and minerals. These they groimd to powder between two 
stones—or let their apprentice grind them—and, before use, they ad¬ 
ded some hquid to bind the powder into a kind of paste. There were 
various methods of doing that, but, all through the Middle Ages, the 
main ingredient of the liquid had been made of an egg, which was 
quite suitable except that it dried rather quickly. The method of paint¬ 
ing with this t}'pe of colour-preparation was called tempera. It seems 
that Jan van Eyck was dissatisfied with the formula, because it did not 
allow him to achieve smooth transitions by letting the colours shade 
off into each other. If he used oil instead of egg, he could work much 
more slowly and accurately. He could make glossy colours which could 
be apphed in transparent layers, or 'glazes' he could put on the 
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154 - JAN VAN eyck: The Betrothal of the Aniolfini. Painted in 1434. 
London, National Gallery 

glittering high-lights with a pointed brush, and achieve these miracles 
of accuracy which astonished his contemporaries and soon led to a 
general acceptance of oil-painting as the most suitable medium. 

Van Eyck's art reached perhaps its greatest triumph in the painting of 
portraits. One of his most famous portraits is Fig. 154, which repres¬ 
ents an Itahan merchant, Giovaimi Arnolfini, who had come to the 
Netherlands on business, with his bride Jeanne de Chenany. In its 
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own way it was as new and as revolutionary as Donatello's or 
Masaccio's work in Italy. A simple corner of the real world had sud¬ 
denly been fixed on to a panel as by magic. Here it all was—the carpet 
and the slippers, the 

rosary on the wall, the Uttle brush beside the bed, and the fruit on the 
window sill. It is as if we could pay a visit to the Amolfini in their 
house. The picture probably represents a solemn moment in their 
hves—their betrothal. The young woman has just put her right hand 
into Amolfini's left and he is about to put his own right hand into hers 
as a solemn token of their union. Probably the painter was asked to re¬ 
cord this important moment as a witness, just as a notary' might be 
asked to declare that he has been present at a similar solemn act. This 
would explain why the master has put his name in a prominent posi¬ 
tion on the picture with the Latin »words 'Johannes de eyck fuit hie’ 
—(Jan van Eyck was present). In the mirror at the back of the room we 
see the whole scene reflected from behind, and there, so it seems, we 
also see the image of the painter and wimess. \X A e do not know 
whether it was the Italian merchant or the northern artist who con¬ 
ceived the idea of making this use of the new kind of painting, which 
may be compared to the legal use of a photograph, properly endorsed 
by a witness. But whoever it was that originated 
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156. CONRAD wITZ; Christ Walking on the Waies. From an altar 
painted in 1444. 

Geneva, Museum 

this idea, he had certainly been quick to imderstand the uemendous 
possibihties which lay in Van Eyck's new way of painting. For the first 
time in history the artist became the perfect eye-witness in the truest 
sense of the term. 

In this attempt to render reaht}- as it appeared to the eye, \'an Eyck, 
like Masaccio, had to give up the pleasing panems and flowing cur\-es 
of the International Gothic style. To some, his figures may even look 
stiff and clumsy compared with the exquisite grace of such paintings 
as the Wilton dipt}xh (p. 157, Fig. 143). But everywhere in Europe 
artists of that generation, in their passionate search for truth, defied 
the older ideas of beaut\- and probably shocked many elderly people. 
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One of the most radical of these iimovators was a Swiss paiuter called 
Comad Witz (1400 P-I446 ?). Fig. 156 is from an altar he painted for 
Geneva in 1444. Witz had set himself the task of representing the epis¬ 
ode of Christ walking over the waters of Lake Genesareth. A medieval 
painter would have been satisfied with a conventional image of waves 
to mark the lake. But Witz desired to bring home to the biu-ghers of 
Geneva what it must have looked hke when Christ stood on the waters. 
Thus he painted not just any /ake but a lake they all knew, the lake of 
Geneva with the massive Mont Saleve rising in the background. It is a 
real landscape which eveij'one 

could see, which exists today, and still looks ven,- much as it does in 
the paintiiig. It is perhaps the first exact representation, the first 'por¬ 
trait' of a real view ever anempted. On this real lake, Witz painted real 
fishermen; not the dignified apostles of older pictures, but uncouth 
men of the people, busy with their fishing tackle and struggling rather 
climisily to keep the barge steady. St. Peter looks somewhat helpless in 
the water, and so, surely, he ought. Only Christ Himself is standing 
quietly and firmly on the waves, wrapped in his coat, calm in the midst 
of all tbe excitement. His sohd figure recalls those on Masaccio's great 
fiesco (Fig. 149). It must have been a moving experience for the wor¬ 
shippers in Geneva when they saw it for the first time, when they saw 
the apostles as men like themselves, fis hing on their own lake, with 
Christ walking on its famihar waters and exhorting them 'Be not 
afiraid' (Matthew xiv. 27). 
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CHAPTER 13 ■ TRADITION AND INNOVATION: I 
The Later Fifteenth Century in Italy 



158. A Renaissance Church: S. Andrea in Mantua. Designed by alberti 
about 1460 
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THE new discoveries which had been made bv the artists of Italy and 
Flanders at the beginning of the fifteenth century had created a sur all 
over Europe. Painters and patrons alike were fascinated by the idea 
that art could not only be used to tell the sacred story in a moving way, 
but might serve to mirror a fragment of the real world. Perhaps the 
most immediate result of this 

lyS Tradition and Innovation: Italy 

great revolution in an was that artists everywhere began to experiment 
and to search for new and starthng effects. This spirit of adventure 
which took hold of art in the fifteenth century’ marks the real break 
with the Middle Ages. 

There is one effect of this break which we must consider first. Until 
round about 1400, art in different parts of Europe had developed on 
similar lines. We re-remember that the st3,'le of the Gothic painters 
and sculptors of that period is known as the International S>xx\t be¬ 
cause the aims of the leading masters in France and Italy, in Germany 
and Burgundy, were all very similar. Of course, national differences 
had existed all through the Middle Ages—we remember the differences 
between France and Italy during the thineenth centtir\'—but on the 
whole these w A ere not ven,' important. This apphes not to the field of 
an alone, but also to the world of learning and even to pohtics. The 
learned men of the Middle Ages all spoke and wrote Latin and did not 
much mind whether they taught at the University of Paris or that of 
Padua or Prague. 

The noblemen of the period shared the ideals of chivak}'; their loyalty 
to their king or their feudal overlord did not imply that they con¬ 
sidered themselves the champions of any particular people or nation. 
All this had gradually changed towards the end of the Middle Ages, 
when the cities with their burghers and merchants became 
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increasingly more important than the castles of the barons. The mer¬ 
chants spoke their native tongue and stood together against any for¬ 
eign competitor or intruder. Each cit}' was proud and jealous of its 
own position and privileges in trade and industrj'. In the Middle Ages 
a good master might travel from building site to building site, he 
might be recommended from one monastery to another, and few 
would trouble to ask what his nationahty was. But as soon as the cities 
gained in imponance, artists, like all artisans and craftsmen, were or¬ 
ganized into guilds. These guilds were in many respects similar to our 
trade xmions. It was their task to watch over the rights and privileges 
of their members and to ensure a safe market for their produce. To be 
admined into the guild the artist had to show that he was able to reach 
cenain standards, that he was, in fact, a master of his craft. He was 
then allowed to open a workshop, to employ apprentices, and to accept 
commissions for altar-paintings, portraits, painted chests, flags and 
standards, or any other work of the kind. 

The guilds and corporations were usually wealthy companies who had 
a say in the government of the cit}- and who not only helped to make it 
prosperous, but also did their best to make it beautiful. In Florence 
and elsewhere the guilds, the goldsmiths, the wool-workers, the 
leather-workers and others, devoted pan of their funds to the founda¬ 
tion of churches, the building of guild halls and the dedication of altars 
and chapels. In this respect they did much for an. On the other hand 
they watched anxiously over the interests of their own members, and 
therefore made it difficult for any foreign artist to get employment or 
to settle among them. Only the most famous 

of artists sometimes managed to break down this resistance and to 
travel as freely as had been possible at the period when the great 
cathedrals were bemg built. 
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All this has a bearing on the history of art, because, thanks to the 
growth of the cities, the International Style was perhaps the last inter¬ 
national style Europe has seen. In the fifteenth century art broke up 
into a number of different 'schools'— nearly every city or small town in 
Italy, Flanders and Germany had its own 'school of painting'. 'School' 
is rather a misleading word. In those days there were no art schools 
where young students attended classes. If a boy decided that he would 
hke to become a painter, his father apprenticed him at an early age to 
one of the leading masters of the town. He usually lived in, ran errands 
for the master's family, and had to make himself useful in every pos¬ 
sible way. One of his first tasks might be to grind the colours, or to as¬ 
sist in the preparation of the wooden panels or the canvas which the 
master wanted to use. Gradually he might be given some minor piece 
of work like the painting of a fiagstaflf. Then, one day when the master 
was busy, he might ask the apprentice to help with the completion of 
some unimportant or inconspicuous part of a major work—to paint 
the background which the master had traced out on the canvas, to fin¬ 
ish the costume of the bystanders in a scene. If he showed talent and 
knew how to imitate his master's manner to perfection, the youth 
would gradually be given more important things to do—perhaps paint 
a whole picture from the master’s sketch and under his supervision. 
These, then, were the 'schools of painting' of the fifteenth century. 
They were indeed excellent schools and there are many painters 
nowadays who wish they had received so thorough a training. The 
manner in which the masters of a town handed down their skill and 
experience to the young generation also explains why the 'schools of 
painting' in these towns developed such a clear individuaHty of their 
own. One can recognize whether a fifteenth-century picture comes 
from Florence or Siena, Ferrara, Nuremberg, Cologne or Vienna. 

To gain a vantage point from which we can survey this immense vari¬ 
ety of masters, 'schools' and experiments, we had best return to 
Florence where the great revolution in art had begun. It is fascinating 
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to watch how the second generation, which followed Brunelleschi, 
Donatello and Masaccio, tried to make use of their discoveries, and ap¬ 
ply them to all the tasks with which they were confronted. That was 
not always easy. The main tasks which the patrons commissioned had, 
after all, remained fundamentally imchanged since the earlier period. 
The new and revolutionary methods sometimes seemed to clash with 
the traditional commissions. Take the case of architecture: 
Brunelleschi's idea had been to introduce the forms of classical build¬ 
ings, the columns, pediments and cornices which he had copied from 
Roman ruins. He had used these forms in his churches. His successors 
were eager to emulate him in this. Fig. 158 shows a church planned by 
the Florentine architect Leone Battista Alberti (1404-72), who con¬ 
ceived its fa9ade as a gigantic triumphal 
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arch in the Roman manner. But how was this new programme to be 
applied to an ordinan- dwelling house in a dnx street? Traditional 
houses and palaces could not be built in the manner of temples. No 
private houses had sur\4ved from Roman times, and even if they had, 
needs and customs had changed so much that they might have offered 
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httle guidance. The problem, then, was to find a compromise betsveen 
the traditional house, with walls and windows, and the classical form 
which Brunelleschi had taught the architects to use. It was again Al¬ 
berti who found the solution that remained influential up to our own 
days. X A Tien he built a palace for the 

159. Palazzo Rus.:; A :. Florence rich Florentine merchant family 
Rucellai 

Designed bv ALBERTI about 1460 ,- A . n 1 j ■ j j- 
(rig. 159;, he designed an ordinary 

three-storeyed building.There is httle similarity between this facade 
and any classical 

ruin. And yet Alberti stuck to Brunelleschi's programme and used clas¬ 
sical forms 

for the decoration of the facade. Instead of building columns or half- 
colimins, he 

covered the house with a netw-ork of flat pilasters and entablatures 
which suggested 

a classical order without changing the structure of the building. It is 
easy to see 

where Alberti had learned this principle. We remember the Roman 
Colosseum 

(p. 79, Fig. 72) in which various Greek 'orders' were apphed to the 
various storeys. 
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Here, too, the lowest storey is an adaptation of the Doric order, and 
here, too, there 

are arches between the pilasters. But, despite the similarity, we see 
how successfvil 

Alberti has been in adapting this general scheme to a verj’ different 
task. He had 

given the old t%-pe of city palace a new and 'modem' appearance 
without forcing the 

inmates to change their habits of life. 

This achievement of Alberti is tj-pical. Painters and sculptors in 
fifteenth-century Florence also often found themselves in a situation 
in which they had to adapt the new programme to an old tradition. 
The mixture between new and old, between Gothic traditions and mo¬ 
dem forms, is characteristic of many of the masters of the middle of 
the centun'. 

The greatest of these Florentine masters who succeeded in reconciling 
the new achievements with the old tradition was a sculptor of 
Donatello's generation, Lorenzo Ghiberti (1378-1455). Fig. 160 shows 
one of his rehefs for the same font in Siena for which Donatello made 
the 'Dance of Salome’ (p. 167, Fig. 151). Of Donatello's work we could 
say that eveijthing was new. Ghiberti's looks 
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16o. GHIBERTI: Baptism of Christ. Gilt bronze 
relief from a font. Completed in 1427 
Siena, S. Giovanni 
Tradition and Innovation: Italy i81 

much less startling at first sight. We notice that the arrangement of the 
scene is not so ve-r>' different from the one used by the famous brass- 
founder of Liege in the t\velfth century (p. 127, Fig. 119): Christ in the 
centre, flanked by St. John the Baptist and the ministering angels with 
God the Father and the Dove appearing up in Heaven. E\-en in the 
treatment of details Ghiberti's work recalls that of his medieval fore¬ 
runners—the loving care with which he arranges the folds of the 
draper}-may remind us of such fourteenth-centuq- goldsmith's work 
as the Holy Virgin on p. 151, Fig. 139. And yet 

Ghiberti's relief is in its own way as vigorous and as convincing as 
Donatello's companion piece. He, too, has learned to characterize 
each figure and to make us understand the part each plays: the beauty 
and humihty of Christ, the Lamb of God, the solemn and energetic 
gesture of St. John, the emaciated prophet from the wilderness, and 
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the heavenly hosts of the angels who silently look at each other in joy 
and wonder. And while Donatello's new dramatic way of representing 
the sacred scene somewhat upset the clear arrangement which had 
been the pride of earher days, Ghiberti took care to remain lucid and 
restrained. He does not give us the idea of real space at which Dona¬ 
tello was aiming. He prefers to give us only a hint of depth and to let 
his principal figures stand out clearly against a neutral background. 

Just as Ghiberti remained faithful to some of the ideas of Gothic art, 
wi±out refusing to make use of the new discoveries of his centur}', the 
great painter Fra Angehco (Brother AngeUco) of Fiesole near Florence 
(1387-1455) apphed the new methods of Aiasaccio mainly in order to 
express the traditional ideas of religious art. Fra Angehco was a friar of 
the Dominican order and the frescoes he painted in his Florentine 
monastery of San Marco roimd about 1440 are among his most beauti¬ 
ful works. He painted a sacred scene in each monk's cell and at the end 
of every corridor, and as one walks from one to the other in the sull- 
ness of the old building one feels something of the spirit in which 
these works were conceived. Fig. 161 shows a picture of the Annunci¬ 
ation which he painted in one of the cells. We see at once that the art 
of perspective presented no diffictilt}’ to him.The cloister where the 
Virgin kneels is represented as convincingly as the vault in Masaccio's 
famous fresco p. 164, Fig. i49).Yet it was clearly not Fra Angelico's 
main intention 

to 'break a hole into the wall'. Like Simone Martini in the fourteenth 
century (p. 154, Fig. 141), he only wanted to represent the sacred story 
in all its beauty and simplicity. There is hardly any movement in Fra 
Angelico's painting and hardly any suggestion of real solid bodies. But 
I think it is all the more moving because of its humihty, which is that 
of a great artist who deliberately renounced any display of modeniit>’ 
despite his profound understanding of the problems which Brunelles¬ 
chi and Masaccio had introduced into art. 
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\X'e can study the fascination of these problems and also their diffi¬ 
culty in the work of another Florentine, the painter Paolo Uccello 
(i 397 ~i 475 )> whose best-preser\-ed work is the battle scene in the Na¬ 
tional Galler}' (Fig. 162). The picture was probably intended to be 
placed over the door of a private room in one of the Florentine city 
palaces. It represents an episode from Florentine history, still topical 
when the picture was painted, the rout of San Romano in 1432 when 
the Florentine troops beat their rivals in one of the many banles 
between the Italian factions. Superficially the picture may look medi¬ 
eval enough. These knights in 



161. FRA ANGELiCO DA FIESOLE: 
The Amiunciation. Wall-painting in 
the Monastery of S. Marco, 
Florence, . A bout 1440 
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162. uccello: The R r • r A un Romano. A painted panel probably from a 
room in the Medici Palace. About 1450. London, National Gallery 

armour with their long and heavy lances, riding as if to a tournament, 
may remind us of Froissart's Chronicles; nor does the way in which the 
scene is represented strike us at first as very modem. Both horses and 
men look a Uttle wooden, almost like toys, and the whole gay picture 
seems ver%’ remote from the reahty of war. But if we ask ourselves 
why it is that these horses look somewhat like rocking-horses and the 
whole scene reminds us a httle of a puppet-show, we shall make a curi¬ 
ous discovery. It is precisely because the painter was so fascinated by 
the new possibihties of his art that he did ever A A ±ling to make his fig¬ 
ures stand out in space as if they were car\’ed and not painted. It was 
said of UcceUo that the discover}- of perspective had so impressed 
him that he spent nights and days drawing objeas in foreshortening, 
and setting himself ever new problems. His fellow artists used to tell 
that he was so engrossed in these studies that he would hardly look up 
when his wife called him for a meal, and would just exclaim: 'What a 
sweet thing perspective is!' We can see something of this fascination in 
the painting. Uccello obviously took great pains to represent the vari¬ 
ous pieces of armour, which fitter the groxmd, in correa foreshorten¬ 
ing. His greatest pride was probably the figure of the fallen warrior 
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lying on the groimd, the foreshortened representation of which must 
have been most difficult. No such figure had been painted before and, 
though it looks rather too smaU in relation to the other figures, we can 
imagine what a stir it must have caused. We find traces all over the 
picture of the interest which Uccello took in perspective and of the 
spell it exerted over his mind. Even the broken lances lying on the 
groimd are so arranged that they point towards their common 'vanish¬ 
ing point'. It is this neat mathematical arrangement which is partly re¬ 
sponsible for the artificial appearance of the stage on which the battle 
seems to take place. If we turn back from this pageant of chivalry to 
Van Eyck's picture of knights (p. 171, Fig. 153) and the Limhourg mini¬ 
atures (p. 158, Fig. 144) which we compared with it, we may see more 
clearly what Uccello owed to the Gothic tradition, and how he trans¬ 
formed it. Van Eyck, in the north, had changed the forms of the Inter¬ 
national Style by adding more and more details from observation and 
tij'ing to copy the surfaces of things down to the minutest shade. Uc¬ 
cello rather chose the opposite approach. By means of his beloved art 
of perspective, he tried to construct a convincing stage on which his 
figures would appear solid and real. Sohd they undoubtedly look, but 
the effect is a httle reminiscent of the stereoscopic pictiu-es which one 
looks at through a double lens. Uccello had not yet learned how to use 
the effects of fight and shade and air to meUow the harsh outlines of a 
strictly perspective rendering. But if we stand in front of the actual 
painting in the National GaUer}-, we do not feel that anything is 
amiss, for, despite his preoccupation with appUed geometry, Uccello 
was a real artist. 

While artists such as Fra Angefico could make use of the new without 
changing the spirit of the old, while Uccello in his turn was completely 
captivated by the 
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163 - BEN 0 ZZ 0 G 0 ZZ 0 L 1 : The Journey of the Magi to Bethlehem. 

Detail of a wall-painting from the chapel in the Medici Palace. 
Between 1459 and 1463. 


Florence, Palazzo Medici-Riccardi 
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problems of the new, less devout and less ambitious artists applied the 
new methods gaily without worrying overmuch about their difficulty. 
The public probably liked these masters who gave them the best of 
both worlds. Thus the commission for painting the walls of the private 
chapel in the city palace of the Medici, the most powerful and wealthy 
of the Florentine merchant families, v/ent to Benozzo 

Gozzoli (1420-97), a pupil of Fra Angelico, but apparently a man of 
very different outlook. He covered the walls of the chapel with a pic¬ 
ture of the cavalcade of the three Magi and made them travel in truly 
royal state through a smihng landscape. The biblical episode gi\-es 
him the opportunity of displaying beautiful finer}' and gorgeous cos¬ 
tumes, a fairy world of charm and gaiet}'. \X’e have seen how this taste 
for representing the pageantr}' of noble pastimes developed in Bur¬ 
gundy (p. 158, Fig. 144) with which the Medici entertained close trade 
relations. Gozzoli seems intent upon showing that the new achieve¬ 
ments can be used to make these gay pictures of contemporary hfe 
even more vivid and enjoyable. \X'e have no reason to quarrel with 
him for that. The life of ±e period was indeed so picturesque and col¬ 
ourful that we must be grateful to those minor masters who preserved 
a record of these dehghts in their works, and no one who goes to 
Florence should miss the joy of a visit to this small chapel in which 
something of the zest and savour of a festive life seems still to linger 
(Fig. 163). 

Meanwhile, other painters in the cities north and south of Florence 
had absorbed the message of the new art of Donatello and Masaccio, 
and were perhaps even more eager to profit by it than the Florentines 
themselves. There was Andrea Mantegna (1431-1506) who worked at 
first in the famous University town of Padua, and then at the court of 
the lords of Mantua, both in northern Italy. In a Paduan church, quite 
near ±e chapel where Giotto had painted his famous frescoes, 
Mantegna painted a series of wall-paintings illustrating the legend of 
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St. James. The church was heavily damaged by bombing during the 
last war, and most of these wonderful paintings by Mantegna were 
destroyed. It is a sad loss, because they surely belonged to the greatest 
works of art of all times. One of them (Fig. 164) showed St. James be¬ 
ing escorted to the place of execution. Like Giotto or Donatello, 
Mantegna tried to imagine quite clearly what the scene must have 
looked like in reaht}-, but the standards of what he called reality had 
become much more exacting since Giotto's day. What had mattered to 
Giotto was the irmer meaning of the story—how men and women 
would move and behave in a given situation. Mantegna was also inter¬ 
ested in the outward circumstances. He knew that St. James had Uved 
in the period of ±e Roman Emperors, and he was anxious to recon¬ 
struct the scene just as it might have actually happened. He had made 
a special study of classical monuments for this purpose. The city gate 
through which St. James has just been led is a Roman triumphal arch, 
and the soldiers of the escort all wear the dress and armour of Roman 
legionaries as we see them represented on authentic classical monu¬ 
ments. It is not only in ±ese details of costume and ornament that the 
painting reminds us of ancient sculpture. The whole scene breathes 
the spirit of Roman art in its harsh simpHcit}’ and austere grandeur. 
The difference, indeed, benveen the Florentine frescoes of Benozzo 
GozzoU and Mantegna’s works which were painted approximately 
during the same years, could hardly be more 
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164 - MANTEGKA: St. James on ;nc :;jv !o his txccuiwn. From a wall- 
painting formerly in the Eremiuni Church, Padua. Completed in 1455 

pronounced. In Gozzoli's gay pageantry we recognized a return to the 
taste of the Gothic International Stjle. Mantegna, on the other hand, 
carries on where Masaccio had left oflF. His figures are as statuesque 
and impressive as Masaccio's. Like Masaccio, he uses the new art of 
perspective with eagerness, but he does not exploit it as Uccello did to 
show off the new effea which could be achieved by means of this ma¬ 
gic. Mantegna rather uses perspective to create the stage on which his 
figures seem to stand and move like sohd tangible beings. He distrib¬ 
utes them as a skilled theatrical producer might have done, so as to 
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convey the significance of the moment and the course of the episode. 
We can see what is happening: 

■ f A l 



ttntn.imcrtid t«v 
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16s. FRANCESCO D ANTONIO DEL otiLRico: l u .'ii:'::ii:..:.i:ion Jtid 
SccntS Jroiii Danti’s Dtviiie Comedy. Page from a liturgical book, 
painted about 14S5. Rome, Vatican 
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166 . PIERO DELLA fRAKCESCA; L.c':::j:':::':i ! Drcjm. Wall-painting 
in the Church of S. Francesco, Aiezzo. Painted about 1460 

the procession escorting St. James has halted for a moment because 
one of the persecutors has repented and has thrown himself at the feet 
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of the saint, to receive his blessing. The saint has turned round calmly 
to bless the man, while the Roman soldiers stand by and watch, one of 
them impassively, the other lifting his hand in an expressive gesture 
which seems to convey that he, too, is moved. The round of the arch 
frames this scene and separates it from the turmoil of the watching 
crowds pushed back by the guards. 

While Mantegna was thus applying the new methods of art in northern 
Italy, another great painter, Piero della Francesca (1416 ?-92), did the 
same in the region south of Florence, in the towns of Arezzo and 
Urbino. Like Gozzoli's and Mante-gna's frescoes, Piero della 
Francesca's were painted shortly after the middle of the fifteenth cen¬ 
tury, that is about a generation after Masaccio. The episode in Fig. 166 
shows the famous legend of the dream which made the Emperor Con¬ 
stantine accept the Christian faith. Before a crucial battle with his 
rival, he dreamt that an angel showed him the Cross and said: 'Under 
this sign you will be victorious'. Piero's fresco represents the scene at 
night in the Emperor's camp before the battle. We look into the open 
tent where the Emperor lies asleep on his camp bed. His bodyguard 
sits by his side, while two soldiers are also keeping guard. This quiet 
night scene is suddenly illuminated by a flash of light as an angel 
rushes down from high Heaven holding the symbol of the Cross in his 
outstretched hand. As with Mantegna, we are somewhat reminded of a 
scene in a play. There is a stage quite clearly marked, and there is 
nothing to divert our attention from the essential action. Like 
Mantegna, Piero has taken pains over the dress of his Roman legionar¬ 
ies and, like him, he has avoided the gay and colourful details which 
Gozzoli crowded into his scenes. Piero, too, had mastered the art of 
perspective completely, and the way in which he shows the figure of 
the angel in foreshortening is so bold as to be almost confusing, espe¬ 
cially in a small reproduction. But to these geometrical devices of sug¬ 
gesting the space of the stage, he has added a new one of equal import¬ 
ance: the treatment of light. Medieval artists had taken hardly any 




286/730 


notice at all of Ught. Their flat figures cast no shadow. Masaccio had 
also been a pioneer in this respect— the round and solid figures of his 
paintings were forcefully modelled in light and shade (p. 164, Fig. 
149). But no one had seen the immense new possibihties of this more 
clearly than Piero della Francesca. In his picture, fight not only helps 
to model the forms of the figures, but is equal in importance to per¬ 
spective in creating the illusion of depth. The soldier in front stands 
like a dark silhouette before the brightly fit opening of the tent. We 
thus feel the distance which separates the soldiers from the steps on 
which the bodyguard is sitting, whose figure, in turn, stands out in the 
flash of fight that emanates from the angel. We are made to feel the 
roundness of the tent, and ±e hollow it encloses, just as much by 
means of this fight as by foreshortening and perspective. But Piero lets 
light and shade perform an M* 

even greater miracle. They help him to create the mysterious atmo¬ 
sphere of the scene in the depth of night when the Emperor had a vis¬ 
ion which was to change the course of history. This impressive simpli- 
citj- and calm make Piero perhaps the greatest heir of Alasaccio. 

\rhile these and other artists were applying the inventions of the great 
generation of Rorentine masters, artists in Florence became increas¬ 
ingly aware of the new problems that these inventions had created. In 
the first flush of triumph, they may have thought that the discovery of 
perspective and the study of nature could solve all difficulties which 
art presented. But we must not forget that art is altogether diiferent 
from science. The artist's means, his technical devices, can be de¬ 
veloped, but art itself can hardly be said to progress in the way in 
which science progresses. Each discovery in one direction creates a 
new difficult}' somewhere else, A 'e remember that medieval painters 
were unaware of the rules of correct draughtsmanship but that this 
ver\' shortcoming enabled them to distribute their figures over the 
picture in any way they liked in order to create the perfea pattern. The 
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twelfth-centur}- illustrated calendar p. 129, Fig. 121), or the 
thirteenth-centun,- relief of the 'Death of the Virgin' fp. 138, Fig. 128), 
are examples of this skill. Even fourteenth-century painters like Si¬ 
mone Martini ("p. 154, Fig. 141) were still able to arrange their figures 
so that they formed a lucid design on the ground of gold. As soon as 
the new concept of making the picture a mirror of reahtj- was adopted, 
this question of how to arrange the figtires was no longer so easy to 
solve. In reaUt}' figures do not group themselves harmonioush', nor 
do they stand out clearly against a neutral backgroimd. In other 
words, there was a danger that the new power of the artist would ruin 
his most precious gift of creating a pleasing and satisfying whole. The 
problem was particularly serious where big altar-paintings and similar 
tasks con-fi-onted the artist. These paintings had to be seen from afar 
and had to fit into the architectural framework of the whole church. 
Moreover, they should present the sacred stor>' to the worshippers in 
a clear and impressive outline. Fig. 167 shows the way in which a 
Florentine artist of the second half of the fifteenth centur}', Antonio 
Pollaiuolo (1429-98;, tried to solve this new problem of making a pic¬ 
ture both accurate in draughtsmanship and harmonious in composi¬ 
tion. It is one of the first attempts of its kind to solve this question, not 
by tact and instinct alone, but by the application of definite rules. It 
may not be an altogether successful attempt, nor is it a ver\- attractive 
picture, but it clearly shows how deliberately the Florentine artists set 
about it. The picture represents the martyrdom of St. Sebastian who is 
tied to a stake while six executioners are grouped arotmd him. This 
group forms a very regular partem in the form of a steep triangle. Each 
executioner on one side is matched by a similar figure on the other 
side. 

The arrangement, in fact, is so clear and symmetrical as to be almost 
too rigid. The painter was obviously aware of this drawback and tried 
to introduce some 
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variety. One of tie executioners bending down to adjust his crossbow is 
seen 

from in front, the corresponding figure 
fit)m behind, and the same with the 
shooting figures. In this simple way, 
the painter has endeavoured to relieve 
the rigid symmetry of the composition 
and to introduce a sense of movement 
and coimter-movement very much as 
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in a piece of music. In Pollaiuolo’s 
picture this device is still used rather 
self-consciously and his composition 
looks somewhat Hke an exercise. We 
can imagine that he used the same 
model, seen from different sides, for 

the corresponding figures, and we feel that his pride in his master}' of 
muscles and movements has almost made him forget the true subject 
of his picture. Moreover, Pollaiuolo was hardly qioite successful in 
what he set out to do. It is true that he applied the new art of perspect¬ 
ive to a wonderful picture of the Tuscan landscape in the backgroimd, 
but the main theme and the backgroimd do not really blend. There is 
no path from the hill in the foreground on which the manyTdom is en¬ 
acted to the scener\- behind. One almost wonders whether PoUaiuolo 
would not have done better to place his composition against 
something like a neutral or golden background, but one soon realizes 
that this expedient was barred to him. Such vigorous and lifelike fig¬ 
ures would look out of place on a golden background. Once art had 
chosen the path of vying with nature, there was no turning back. 
Pollaiuolo's picture shows the kind of problem that artists of the fif¬ 
teenth centur}" must have discussed in their studios. It was by finding 
a solution to this problem that Italian an reached its greatest heights a 
generation later. 

Among the Florentine artists of the second half of the fifteenth century 
who strove for a solution of this question was the painter Sandro Bot¬ 
ticelli (1446-1510). One of his most famous pictures represents not a 
Christian legend but a classical m\T±i— 'The Birth of Venus’ A Fig. 
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i6S). The classical poets had been known all through the Middle Ages, 
but only at the time of the 'Renaissance', when the Itahans tried so 
passionately to recapture the former glory of Rome, did the classical 
m\-ths become popular among educated lajinen. To these men, the 
mjtholog}' of the 

167. ANTONIO POLL. A ILOLO: The Martyrdom of 
St. Sebastian. .•Mtar-painting. 1475. 

London. National Gallery 
irzjtion: Italy 



i68. BOTTICELLI: The Birth of Venus. Painted for the Villa of Lorenzo 
di Pierfrancesco de' Medici, about 1485. Florence, Uffizi 

admired Greeks and Romans represented something more than gay 
and prett}' fairj'-tales. They were so convinced of the superior wisdom 
of the ancients that theybe-Heved these classical legends must contain 
some profound and mysterious truth. The patron who commissioned 
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the BotticeUi painting for his country villa was a member of the rich 
and powerful family of the Medici. Either he himself, or one of his 
learned friends, probably explained to the painter what was known of 
the way the ancients had represented Venus rising from the sea. To 
these scholars the stor}- of her birth was the symbol of the mystery 
through which the divine message of beauty came into the world. One 
can imagine that the painter set to work reverently to represent this 
m}th in a worthy maimer. The action of the picture is quickly under¬ 
stood. Venus has emerged from the sea on a shell which is driven to 
the shore by flying wind-gods amidst a shower of roses. As she is about 
to step on to the land, one of the Hours or Nymphs receives her with a 
purple cloak. BotticeUi has succeeded where Pollaiuolo failed. His pic¬ 
ture forms, in faa, a perfectly harmonious pattern. But Pollaiuolo 
might have said that Botticelh had done so by sacrificing some of the 
achievements he had tried so hard to presence. Botticelh's figures look 
less sohd. They are not so correctly drawn as Pollaiuolo's or 
Masaccio's. The graceful movements and melodious lines of his com¬ 
position recall the Gothic tradition of Ghiberti and Fra Angehco, per¬ 
haps even the art of the founeenth centur\—works such as Simone 
Martini's 'Annxmciation' (p. 154, Fig. 141) or the French goldsmi±'s 
work (p. 151, Fig. 139), at which we remarked on the gentle sway of the 
body and the exquisite fall of the draper}'. Botticelli's Venus is so 
beautifiil that we do not notice the unnatural length of her neck, the 
steep fall of her shoulders and the 
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iLiy. BoiTiChLLi: ll A jd I'/ \'cnm. Detail of Fig. 168 

queer way her left arm is hinged to the body. Or, rather, we should say 
that these liberties which Botticelli took with nature in order to 
achieve a graceful outUne add to the beauty and harmony of the 
design because they enhance the impression of an infinitely tender 
and dehcate being, wafted to our shores as a gift from Heaven, 
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The rich merchant who commissioned this picture from Botticelli, 
Lorenzo di Pierfrancesco de’ Medici, was also the employer of a 
Florentine who was destined to give his name to a continent. It was in 
the ser\'ice of his firm that Amerigo Vespucci sailed to the New World. 
We have reached the period which later historians selected as the 'offi¬ 
cial' end of the Middle Ages. We remember that in Italian art there 
were various turning points that might be described as the begiiming 
of a new age—the discoveries of Giotto round about 1300, those of 
Brunelleschi roimd about 1400. But even more important, perhaps, 
than these revolutions in method was a gradual change that had come 
over art in the course of these two centuries. It is a change that is more 
easily sensed than described. A comparison of the medieval book illu¬ 
minations discussed in the preceding chapters with a Florentine speci¬ 
men of that art made about 1485 (Fig. 165) might give an idea of the 
different spirit in which the same art can be employed. It is not that 
the Florentine master lacked reverence or devotion. But the ver}' 
powers his art had gained made it impossible for him to think of it 
only as a means to convey the meaning of the sacred stor}'. Rather did 
he want to use this power to turn the page into a gay display of wealth 
and luxury. This function of art, to add to the beaut}' and graces of life, 
had never been entirely forgotten. In the period we call the Italian 
Renaissance it came increasingly to the fore. 




170. Fresco painting and colour grinding. 

From a Florentine print showing the 
occupation of people bom under 
Mercun-. About 1465 

CHAPTER 14 • TRADITION AND INNOVATION: II The Fifteenth 
Century in the North 
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171 . The 'flamboyant' Gothic style: the Court of the Palace of Justice 
(formerly Treasury). Rouen, 1482 

WE have seen that the fifteenth centun- brought a decisive change in 
the histor\' of art because the discoveries and innovations of 
Bnmelleschi's generation in Florence had Ufted Italian an on to a new 
plane, and had separated it from the development of art in the rest of 
Europe. The aims of the northern artists of the fifteenth century did 
not, perhaps, differ so much from those of the Itahan fellow-artists as 
did their means and methods. The difference betw'een ±e north and 
Italy is perhaps most clearly marked in architecture. Brunelleschi had 
put an end to the Gothic st\-le in Florence by introducing the Renais¬ 
sance method of using classical motifs for his buildings. It was nearly a 
centur>' before the artists outside Italy followed his example. AU 
through the fifteenth centur\' they continued developing the Gothic 
st\-le of the preceding cennny. But though the forms of these buildings 
still contained such t\-pical elements of Gothic architecture as the 
pointed arch or the flying buttress, the taste of the times had gready 
changed. We remember that in the fourteenth centur\-architects liked 
to use graceful lacework and rich ornamentation. We remember the 
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Decorated St\-le in which Exeter Cathedral was built i;p. 149, Fig. 
137). In the 



172. 'Perpendicular' style: King's College Chapel, Cambridge. Begim in 
1446 
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’5 fifteenth centun,' this taste for complicated tracer}’ and fantastic or¬ 
nament went even farther. Fig. 171, the Palace of Justice in Rouen, is 
an example of this last phase of French Gothic which is sometimes re¬ 
ferred to as the Flamboyant St}-le. We see how the designers covered 
the whole building with an infinite variety of decorations, not, appar¬ 
ently, considering whether they performed any function in the struc¬ 
ture. Some of these buildings have a fairy-tale quality of infinite 
wealth and invention; but one feels that in them the designers had ex¬ 
hausted the last possibility of Gothic building, and that a reaction was 
bound to set in sooner or later. There are, in fact, indications that even 
\\-ithout the direct influence of Italy the architects of the north would 
have evolved a new st}'le of greater simplicity’. It is particularly in 
England that we can see these tendencies at work in the last phase of 
the Gothic style which is known as the Perpendicular. This name was 
invented to convey the character of late fourteenth- and fifteenth- 
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century buildings in England in whose decorations straight lines are 
more frequent than the curve? and arches of the earher 'decorated' 
tracer}'. The most famous example of this style is the wonderful chapel 
of King's College in Cambridge (Fig. 172) which was begun in 1446. 
The shape of this church is much more simple than those of earL'er 
Gothic interiors—there are no side-aisles, and therefore no pillars and 
no steep arches. The whole makes the impression of a loft}' hall rather 
than of a medieval church. But while the general structure is thus 
more sober and perhaps more worldly than that of the great cathed¬ 
rals, the imagination of the Gothic craftsmen is given free reign in the 
details, particularly in the form of the vault ('fanvault') whose fantastic 
lacework of cur\-es and lines recalls the miracles of Celtic and 
Northumbrian manuscripts (p. 112, Fig. 103). 

The development of painting and sculpture in the countries outside 
Italy runs to a certain extent parallel with this development of archi¬ 
tecture. In other words, while the Renaissance had been victorious in 
Italy along the whole front, the north in the fifteenth century remained 
still faithful to the Gothic tradition. Despite the great iimovations of 
the brothers Van Eyck, the practice of art continued to be a matter of 
custom and usage rather than of science. The mathematical rules of 

perspective, the secrets of sdentific anatomy, the study of Roman 
monuments did not yet trouble the peace of mind of the northern mas¬ 
ters. For this reason we may say that they were still 'medieval artists’, 
while their colleagues across the Alps already belonged to the 'modem 
era'. But the problems facing the artists on both sides of the Alps were 
nevertheless strikingly similar. Van Eyck had taught them how to 
make the picture a minor of nature by carefully adding detail upon de¬ 
tail uncQ the whole fiame was filled with painstaking observation (p, 
171, Fig. 153; p. 173, Fig. 154 . But just as Fra Angehco and Benozzo 
Gozzoh in the south (p. 182, Fig. 161; p. 184, Fig. 163) had used 
Aiasaccio’s innovations in the spirit of the fouiteezitfa century, so there 




298/730 


were artists in the north who appUed Van Eyck's discoveries to more 
traditional themes. The German painter Stefan Lochner (i4io?-5i), for 
in«a A innPj who worked in Cologne in the middle of the fifteenth cen¬ 
tury, was somewhat like a northern Fra Angelico. His charming pic¬ 
ture of the \Trgin in a rose-bower fFig. 180), surrounded by httle an¬ 
gels who make music, scatter flowers, or offer firuit to the httle Christ- 
child, shows that the master was aware of the new methods of Jan van 
Eyck, just as Fra Angehco was aware of the discoveries of Alasacdo. 
And yet his picture is nearer in spirit to the fourteenth-century Wilton 
diptych A . 157, Fig. 143; than it is to Jan van Eyck. It may be inter-est- 
mg to look bade at the earher example and compare the two works. 
We see at <MKe that the later master had learned one thing which had 
presented difficulties to the earlier painter. Lochner could suggest the 
space in which the Virgin is enthroned on the grass bank. Compared 
with his figures, those of the Wilton diptych look a httle flaL Lochner's 
Holy Virgin still stands before a backgroimd of gold, but in fixmt of it 
there is a real stage. He has even added two charming angels holding 
ba<± the curtain, which seems to hang from the frame. It was paint¬ 
ings like those by Lochner and Fra Angehco which first captured the 
imagination of the romantic critics of the nineteenth centurj-, men 
such as Ruskin, and the painters of the Pre-Raphaehte school They 
saw in them all the charm of simple devotion and a child-like heart. In 
a way they were right. These works are perhaps so fascinating because 
for us, used to real space in pictures, and more or less correct drawing, 
they are easier to understand than the works of the earlier medieval 
masters whose spirit they nevertheless preserved. 

Other painters in the north correspond rather to Benozzo Gozzoh, 
whose frescoes in the Medici Palace in Florence reflea the gay pa¬ 
geantry of the elegant world, in the traditional spirit of the Interna¬ 
tional Stvle. This appHes particularly to the painters who designed 
tapestries, and those who decorated the pages of precious 
manuscripts. The page illustrated in Fig. 1 "3 was painted towards the 
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middle of the fifteenth century, as were Gozzoh's frescoes. In the back¬ 
ground is the traditional scene showing the author hanriing the fin¬ 
ished book to his noble patron who had ordered it. But the painter 
found this theme rather dull by itself. He therefore gave 
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173. TA vernier: Dedication page to ' The Conqiusts of Charlemagne'. 
About 1460. Brussels, Bibliotheque Royale 
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it the setting of a kind of entrance hall, and showed us the happenings 
aU round. Behind the cit}' gate there is a pam' apparently making 
ready for the chase—at least there is one rather dandyish figure can¬ 
ning a falcon on his fist, while others stand around like pompous 
burghers. VC'e see the stalls and booths inside and in front of the citj- 
gate, with the merchants displaying their goods and the buyers in¬ 
specting them. It is a lifeUke picture of a medieval city of the time. 
Nothing like it could have been done a hundred years earher, or, in¬ 
deed, at any earher time. Ve have to go back to ancient Egyptian art to 
find pictures which portray the daily life of the 



"4- FOCQUHT; Ejlit3UU Cii A lvi A icT A tTc A UiiTcT 
cf Ckarlet I'// < A France, sMh Si. Stephen. 

Pan of an ahar paiiiied about 1450. 

Beiim, Kaiser-Friediicfa Milieiirr. 
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people as faithfully as that; and even the Egyptians did not look at 
their ow-n world with so much accuracy and humour. It is the spirit of 
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the drollery of which we saw an example in 'Queen Mary's Psaher' (p. 
153? Fig. 140) that came to fruition in these charming portrayals of 
daily life. Northern art, which was less preoccupied with attaining 
ideal harmony and beauty than Italian art, was to favour this type of 
representation to an increasing extent. 

Nothing, however, would be more wrong than to imagine that diese 
two 'schook' developed in watertight compartments. Of the leading 
French artist of the period, Jean Fouquet (1420 ?-8o?) 

we know in fact that he visited Italy in his youth. He had gone to Rome 
where he painted the Pope in 1447. Fig- i~4 shows a donor's portrait 
which he probably made a few years after his return. As in the Wilton 
diptych (p. 157, Fig. 143), the saint protects the kneeling and praying 
figure of the donor. ,\s the donor's name was Estieime ’which is old 
French for Stephen), the saint by his side is his patron, St. Stephen, 
who, as the first deacon of the Church, wears a deacon's robe. He car¬ 
ries a book and on it is a large sharp stone, for, according to the Bible, 
St. Stephen was stoned. If we look badj to the Wilton diptych, we see 
once more what strides had been made by art in the representation of 
nature in less than a century. The saints and donor of the Wilton dip¬ 
tych look as though they were cut out of paper and placed upon the 
picture. Those of Jean Fouquet look as if they had been modelled. In 
the earher picture there is no trace of light and shade. Fouquet uses 
hght almost as Piero della Franoesca had done (p. 188, Fig. 166). The 
way in which these calm and statuesque figures stand as in a real 
space shows that Fouquet had been deeply impressed by what he had 
seen in Italy. .\nd yet, his maimer of painting is different fitwn that of 
the Itahans. The interest he takes in the texture and surface of 
things—the fiir, the stone, the cloth and the marble—shows that his art 
remains indebted to the northern tradition of Jan van Eyck. 
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.\nother great northern artist who went to Rome A for a pilgrimage in 
1450) was Rogier van der Weyden A i400 ?-64 A Very htde is known 
about this master except that he enjoyed great fame and lived in the 
southern Netherlands where Jan van Eyck had also worked. Fig. 1-5 
shows a large altar-painting which represents the descent from the 
Cross. We see that Rogier, hke Jan van Eyck, could faithfully 
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175. ROGIER VAX DER WEYDEK: Tlu Descent from the Crrs!. Aitar- 
painnng. About 1435. Esoorial 

reproduce even.’ detail, every hair and ever}" stitch. Nevertheless, his 
picture does not represent a real scene. He has placed his figures on a 
kind of shallow stage against a neutral background. Remembering 
Pollaiuolo's problems (p. 191, Fig. 167) we can appreciate the wisdom 
of Rogier's decision. He, too, had to make a laige altar-painting to be 
seen from afar, and had to display the sacred theme to the faithful in 
the church. It had to be clear in outline, and satisfying as a pattern. 
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Rogier's picture fulfils these requirements without looking forced and 
self-conscious as does Pollaiuolo's. The body of Christ, which is turned 
full-face towards the beholder, forms the centre of the composition. 
The weeping women fr A me it on both sides. St. John, bending for¬ 
ward, like St. Mar\- JViagdalen on the other side, tries in vain to sup- 
pon the fainting Virgin, whose movement corresponds to that of 
Chrisrs descending body. The cahn bearing of the old men forms an ef¬ 
fective foil to the expressive gestures of the principal actors. For they 
really seem like actors in a mj'ster)* play or in a tableau vivant 
grouped or posed by an inspired producer who had studied the great 
works of the medieval past and wanted to imitate them in his own me¬ 
dium. In this way, by translating the main ideas of Gothic painting in¬ 
to the new, hfe-like st\ie, Rogier did a great senice to northern art. He 
saved much of the tradition of lucid design that might otherwise have 
been lost under the impact of Jan van Eyck's discoveries. Hencefor¬ 
ward northern artists tried, each in his own 

176. HUGO VAX DER GOES: The Death of the 

Virgin. Altar-painting. About 14S0. 

Bruges, Museum 
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way, to reconcile the new demands on art with its old religious 
purpose. 

\ A ’e can study these efforts in a work of one of the greatest Flemish 
artists of the second half of the fifteenth centun,', the painter Hugo van 
der Goes. He is one of the few northern masters of this earlv period of 
whom we know some personal details. We hear that he spent the last 
5'ears of his life in voluntary-retirement in a monastery and that he 
was haunted by feelings of guilt and attacks of melancholy. There is 
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indeed something tense and serious in his art that makes it ven.- dif¬ 
ferent from the placid moods of Jan van Eyck. Fig. 176 shows his 
painting of the 'Death of the Virgin'. What strikes us first is the admir¬ 
able way in which the artist has represented the varying reaction of the 

twelve apostles to the event they are \ A -itnessing—die range of expres¬ 
sion from quiet brooding to passionate sympathy and almost indis¬ 
creet gaping. We best gain a measure of Van der Goes’s achievement if 
we rum back to the illustration of the same scene over the porch of 
Strasbourg CaAedral (p. 13S, Fig. 128). Compared to ±e painter's 
many t}-pes, ±e apostles of the sculpture look ver\-much alike. .\nd 
how easy it was for the earUer artist to arrange his figures in a clear 
design! He did not have to WTestle \ A "ith foreshortening and the illu¬ 
sion of a space as was expected of Van der Goes. We can feel the ef¬ 
forts of the painter to conjure up a real scene before our eyes and yet 
to leave no part of the panel's surface empt}' and meaningless. The 
ns"o apostles in the foreground and the apparition over the bed show 
most clearly how he strove to spread his figures out and display them 
before us. But this Visible strain which makes the movements look 
somewhat contorted also adds to the feehng of tense excitement that 
surroimds the calm figure of the dying Virgin who, alone in the 
crowded room, is granted the vision of her Son who is opening His 
arms to receive her. 

For the sculptors and woodcar\ers the survival of Gothic tradition in 
the new form which Rogier had given to it proved of particular impon- 
ance. Fig. 177 shows a carved altar which was commissioned for the 
Polish cit>- of Cracow in I4—' \X\\o years after Pollaiuolo's altar¬ 
painting of p. 191, Fig. i6-\ Its master was Veit Stoss, who lived for the 
greater pan of his hfe in Nuremberg in Germany and died there 
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in. VEIT STOSs: Altar of the Church of Our Lady, Cracow. 1477-89 

at a very advanced age in 1533. Even on the small illustration we can 
see the value of a lucid design. For like the members of the congrega¬ 
tion who stood far away we are able to read off the meaning of the 
main scenes without difficulty. The group of the shrine in the centre 
shows again the death of the Virgin Mary, surrounded by the twelve 
apostles, though this time she is not represented lying on a bed but 
kneeling in prayer. Farther up we see her soul being received into a 
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radiant Heaven by Christ, and quite on top we watch her being 
crowned by God the Father and His 

Son. All the Mrings of the altar represent important moments in the 
life of the Virgin, which (together with her crowning) were known as 
the Seven Joys of i\Iar\\ The c\"cle begins on the left top square with 
the Annunciation; it continues further down with the Nativir,- and the 
Adoration of the Magi. On the right-hand wing we find the remaining 
three joyous moments after so much sorrow—the Resurrection of 
Christ, His Ascension and the Outpouring of the Holy Ghost at Whit- 
sxm. All these stories the faithful could contemplate when they were 
assembled in church on a Feast Day of the Virgin (the other sides of 
the wings were adapted to other feast days). But only if they could ap¬ 
proach close to the shrine could they admire the truthfulness and ex¬ 
pressiveness of Veit Stoss's art in the wonderful heads and hands of 
his apostles (Fig. 179). 

In the middle of the fifteenth centurv' a very decisive technical inven¬ 
tion had been made in Germany, which had a tremendous effect on 
the future development of art, and not of art alone—the invention of 
printing. The printing of pictures had preceded the printing of books 
by several decades. SmaU leaflets, with images of saints and the text of 
prayers, had been printed for distribution among pilgrims and for 
private devotion. The method of printing these images was simple 
enough. It was the same as was later developed for the printing of let¬ 
ters. You took a wood-block and cut away with a knife everything that 
should not appear on the print. In other words, everything that was to 
look white in the final product was to be cut hollow and everyTJiing 
that was to look black was left standing in narrow ridges. The result 
looked hke any rubber stamp we use today, and the principle of print¬ 
ing it on to paper was practically the same: you covered the siurface 
with printer’s ink made of oil and soot and pressed it on to the leaflet. 
You could make a good many impressions from one block before it 
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wore out. This simple technique of printing pictures is called woodcut. 
It was a very cheap method and soon became popular. Several wood¬ 
blocks together could be used for a Httle series of pictures bound to¬ 
gether as a book; these books printed from whole blocks were called 
block-books. Woodcuts and block-books were soon on sale at 



TTttCiCVtJc Pf'r 

■ A oodcut illustratioa tor the An of Dying Will printed in Ulm about 
1470 

popular fairs; playing-cards were made in this way; there were humor¬ 
ous pictures and prints for devotional use. Fig. 178 shows a page from 
one of these early block-books, which was used by the Church as a 
picture-sermon. Its purpose was to remind the faithful of the hour of 
death and to teach them—as the title says— 'The art of dying well'. The 
woodcut shows the pious man on his death-bed with the monk by his 
side putting a hghted candle into his hand. An angel is receding his 
soul which has come out of his mouth in the shape of a httle pra\"ing 
figure. In the background we see Christ and His saints, towards whom 
the dying man should turn his mind. In the foreground we see a host 
of devUs in the most ugly and fantastic shapes, and the inscriptions 
which come out of their mouths tell us what they say: *1 am raging’, 
'We are disgraced’, 'I am dimibfoimded', 'This is no comfort', "We have 
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lost this soul'. Their grotesque antics are in vain. The man who pos¬ 
sesses the art of dying well need not fear the powers of heU. 

When Gutenberg made his great invention of using movable letters 
held together by a frame, instead of whole wood-blocks, such block- 
books became obsolete. But methods were soon found of combining a 
printed text with a wood-block for illustration, and many books of the 
later half of the fifteenth centmy were illustrated with woodcuts. 

For all its usefulness, however, the woodcut was a rather crude way of 
printing pictures. It is true that this crudeness itself is sometimes ef¬ 
fective. The quahty of these popular prints of the late Middle Ages re¬ 
minds one sometimes of oxa best posters—they are simple in outline 
and economical in their means. But the great artists of the period had 
rather different ambitions. They wanted to show their master)" of de¬ 
tail and their powers of obsen"ation, and for this the woodcut was not 
suitable. These masters, therefore, chose another mediimi which gave 
more subtle effects. Instead of wood, they used copper. The principle 
of the copperplate engra\-ing is a Httie different from the woodcut. In 
the woodcut you cut away everything except the lines 3-011 want to 
show. In the engra%"ing you take a special tool, called a burin, and 
press it into the copperplate. The line which you thus engrave into the 
surface of the metal will hold any colour or printer's ink you spread 
over the surface. What you do, therefore, is to cover your engraved 
copperplate with printer’s ink and then to wipe the blank metal clean. 
If then you press the plate very hard against a piece of paper, the ink 
which had remained in the lines cut by the burin is squeezed on to the 
paper, and the print is ready. In other words, the copper-engraving is 
really a negative of the woodcut. The woodcut is made by lea\ing the 
lines standing, the engraving by cutting them into the plate. Now, 
however hard it may be to handle the burin firmly and to control the 
depth and strength of 5'our lines, it is clear that, once you have 
mastered this craft, you can obtain much more detail and much more 
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subtie effect from a copper-engraving than you can from a woodcut. 
One of the greatest and most famous masters of 



179- VEIT STOSS: Head of an Apostle. Detail of Fig. 177 
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iSo. STEFAX lochxer: l hi ViTfin m the Rose-bower. Painted about 
1440. Colc A ne, Wallraf-Ridiartz-Museuni 
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engraving in the fifteenth century was Martin Schongauer (1453 ?-gi), 
who lived on the Upper Rhine at Colmar, in the present Alsace. Fig. 
181 shows Schongauer's engraving of the Holy Night. The scene is in¬ 
terpreted in the spirit of the great masters of the Netherlands. Like 
them, Schongauer was anxious to convey e\-ery little homely detail of 
the scene, and to make us feel the very texture and surfaces of the ob¬ 
jects he represents. That he should have succeeded in doing so without 
the help of brush and colour, and without the medium of oil, borders 
on the miraculous. One can look at his engravings through a magnify¬ 
ing glass and study the way he characterizes the broken stones and 
bricks, the flowers in the crags, the ivy creeping along the vault, the fur 
of the animals and the stubbly chins of the shepherds. But it is not 
only his patience and craftsmanship we must admire. We can enjoy his 
tale of Christmas without any knowledge of the difficulties of working 
with the burin. There is the Virgin kneeling in the ruined chapel which 
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is used as a stable. She kneels in adoration of the Child whom she has 
carefully placed on the corner of her coat; and St. Joseph, lantern in 
hand, looks at her with a worried and fatherly expression. The ox and 
the ass are worshipping with her. The humble shepherds are just 
about to cross the threshold; one of them, in the background, receives 
the message from the angel. Up in the right-hand comer we have a 
glimpse of the heavenly chorus singing 'Peace on Earth'. In them¬ 
selves, these motifs are all deeply rooted in the tradition of Christian 
art, but the way in which they are combined and distributed over the 
page was Schongauer’s own. The problems of composition for the 
printed page and for the altar-picture are in some respects similar. In 
both cases, the suggestion of space and the faithful imitation of reality 
must not be allowed to destroy the balance of the composition. It is 
only if we think of this problem that we can fully appreciate 
Schongauer's achievement. We now understand why he has chosen a 
ruin as setting—it allowed him to frame the scene solidly with the 
pieces of broken masonry that form the opening through which we 
look. It enabled him to place a black foil behind the principal figures 
and to leave no part of the engra\ing empty or without interest. We 
can see how N 

schongauer: Holy Kiglir. Engraving. About 1475 
Tradition and Innovation: the North 

carefully he planned his composition if we lay two diagonals across the 
page: they meet at the head of the Virgin, which is the true centre of 
the print. 

The art of the woodcut and of engraving soon spread all over Europe. 
There are engravings in the manner of Mantegna and Botticelli in 
Italy, and others from the Netherlands and France. These prints be¬ 
came yet another means through which the artists of Europe learned 
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of each other's ideas. At that time it was not yet considered dishonour¬ 
able to take over an idea or a composition from another artist, and 
many of the humbler masters made use of engravings as pattern books 
from which they borrowed. Just as the invention of printing hastened 
the exchange of ideas without which the Reformation might never 
have come about, so the printing of images ensured the triumph of the 
art of the Italian Renaissance in the rest of Europe. It was one of the 
forces which put an end to the medieval art of the north, and brought 
about a crisis in the art of these countries which only the greatest mas¬ 
ters could overcome. 



182. Stone-masons and the King. I'Vom an illumination of the story of 
Troy by jean COLOMBE. About 1464. Berlin, Kupferstichkabinett 

CHAPTER 15 • HARMONY ATTAINED Tuscany and Rome, Early Six¬ 
teenth Cetitury 
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i 83- A Chapel of the High Renaissance: the Tempietto, Rome, S. Pi¬ 
erre in Momorio. Designed by braman'te, 1502 

WE left Italian art at the time of Botticelli, that is, at the end of the fif¬ 
teenth centur\-, which the Italians by an awkward trick of langioage 
call the Quattrocento, that is to saj", the 'four hundreds'. The begin¬ 
ning of the sixteenth centun A , the Cinquecemo, is the most famous 
period of Itahan art, one of the greatest periods of all time. This was 
the time of Leonardo da Vinci and 

Michelangelo, of Raphael and Titian, of Correggio and Giorgione, of 
Diirer and Holbein in the North, and of many other famous masters. 
One may well ask why it was that all these great masters were bom in 
the same period, but such questions are more easily asked tJian 
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answered. One cannot explain the existence of genius. It is better to 
enjoy it. What we have to say, therefore, can never be a full explana¬ 
tion of the great period which is called the High Renaissance, but we 
can try to see what the conditions were which made this sudden efflor¬ 
escence of genius possible. We have seen the beginning of these condi¬ 
tions far back in the time of Giotto, whose fame was so great that the 
Commune of Florence was proud of him and anxious to have the 
steeple of their cathedral designed by that widely renowned master. 
This pride of the cities, which vied with each other in sectiring the ser¬ 
vices of the greatest artists to beautify' their buildings and to create 
works of lasting fame, was a great incentive to the masters to outdo 
each other—an incentive which did not exist to the same extent in the 
feudal countries of the north, whose cities had much less independ¬ 
ence and local pride. Then came the period of the great discoveries, 
when Italian artists turned to mathematics to study the laws of per¬ 
spective, and to anatomy to study the build of the human body. 
Through these discoveries, the artist's horizon widened. He was no 
longer a craftsman among craftsmen, ready to carij- out commissions 
for shoes, or cupboards, or paintings as the case may be. He was a 
master in his own right, who could not achieve fame and glory without 
exploring the mysteries of nature and probing into the secret laws of 
the universe. It was natural that the leading artists who had these am¬ 
bitions felt aggrieved at their social status. This was still the same as it 
had been at the time of ancient Greece, when the snobs might have ac¬ 
cepted a poet who worked with his brain, but never an artist who 
worked with his hands. Here was another challenge for the artists to 
meet, another spur which urged them on towards yet greater achieve¬ 
ments that would compel the surrounding world to accept them, not 
only as respectable heads of prosperous workshops, but as men of 
unique and precious gifts. It was a difficult struggle, which was not im¬ 
mediately successful. Social snobbery and prejudice were strong 
forces, and there were many who would gladly have invited to their 
tables a scholar who spoke Latin, and knew the right turn of phrase for 
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every occasion, but would have hesitated to extend a similar privilege 
to a painter or a sculptor. It was again the love of fame on the part of 
the patrons which helped the artists to break down such prejudices. 
There were many small courts in Italy which were badly in need of 
honour and prestige. To erect magnificent buildings, to commission 
splendid tombs, to order great cycles of frescoes, or dedicate a paint¬ 
ing for the high altar of a famous church, was considered a sure way of 
perpetuating one's name and securing a worthy monument to one's 
earthly existence. As there were many centres competing for the ser¬ 
vices of the most renowned masters, the masters in turn could dictate 
their terms. In earlier times it was the prince who bestowed 

Hannotiy Attained -11 

his favours on the artist. Now it almost came to pass that the roles 
were reversed, and that the artist granted a favour to a rich prince or 
potentate by accepting a commission from him Thus it came about 
that the artists could frequendy choose the kind of commission which 
they liked, and that they no longer needed to acconmiodate their 
works to the whims and fancies of their employers. A XTiether or not 
this new power was an unmixed blessing for art in the long run is 
diflsctilt to decide. But at first, at any rate, it had the eflfect of a libera¬ 
tion which released a tremendous amount of pent-up energy. .\t last, 
the artist was free. 

In no sphere was the eflfect of this change so marked as in architec¬ 
ture. Since the time of Brunelleschi ij). i62 a the architect had to have 
some of the knowledge of a classical scholar. He had to know the rules 
of the ancient 'orders', of the right proportions and measurements of 
the Doric, Ionic and Corinthian columns and entablatures. He had to 
measure ancient ruins, and pore over the manuscripts of classical 
writers like Vitruvius who had codified the conventions of the Greek 
and Roman architects, and whose works contained many difficult and 
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obscure passages, which challenged the ingenuit}" of Renaissance 
scholars. In no other field was the conflia between the requirements of 
the patrons and the ideals of the artists more apparent than in this 
field of architecture. What these learned masters reaUv longed to do 
was to build temples and tritmiphal arches— A what they were asked to 
do was to build dty palaces and churches. We have seen how a com¬ 
promise was reached in this fundamental conflict by artists such as Al¬ 
berti (p. 180, Fig. 159' who wedded the ancient 'orders' to the modem 
city palace. But the true aspiration of the Renaissance architect was 
still to design a building irrespective of its use; simply for the beauty of 
its proportions, the spaciousness of its interior and the imposing 
grandeur of its ensemble. They craved for a perfect svmmetrv and reg¬ 
ularity such as they could not achieve while concentrating on the prac¬ 
tical requirements of an ordinary building. It was a memorable mo¬ 
ment when one of them found a might>" patron willing to sacrifice 
tradition and expediency" for the sake of the fame he would acquire by 
erecting a stately structure that would outshine the seven wonders of 
the world. Only in this way can we understand the decision of Pope 
Juhus II in 1506 to pull down the venerable Basilica of St. Peter which 
stood at the place where, according to the legend, St. Peter lay buried 
and to have it built anew in a manner which defied the age-old tradi¬ 
tions of church building and the usages of Di\"ine ser\"ice. The man to 
whom he entrusted this task was Donato Bramante 1444-1514% an ar¬ 
dent champion ot the new style. One of the few of his buildings which 
have sur\-ived intact shows how far Bramante had gone in absorbing 
the ideas and standards of classical architecture without becoming a 
sla\-ish imitator (Fig. 183). It is a chapel, or 'htde temple' as he called 
it, which shovild have been surroxmded by a cloister in the same 
st>"le. It is a httie pa\"ihon, a round building on steps, crowned by a 
cupola and ringed round by a 

colonnade of the Doric order. The balustrade on top of the cornice 
adds a light and graceful touch to the whole building, and the small 
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structure of the actual chapel and the decorative colonnade are held in 
a harmony as perfect as that in any temple of classical antiquit}'. 

To this master, then, the Pope had given the task to design the new 
church of St. Peter, and it was understood that this should become a 
true mar\-el of Christendom. Bramante was determined to disregard 
the Western tradition of a thousand years, according to which a 
church of this kind should be an oblong hall with the worshippers 
looking eastwards towards the main altar where Mass is read. 

In his craving for that regularity and harmony that alone could be 
worthy of the place, he designed a square church with chapels sym¬ 
metrically arranged round a gigantic cross-shaped hall. This hall was 
to be crowned by a huge cupola resting on colossal arches. Bramante 
hoped, it was said, to combine the effects of the largest ancient build¬ 
ing, whose towering ruins still impressed the Visitor to Rome, with 
that of the Pantheon (p. 80, Fig. 73). For one brief moment, admira¬ 
tion for the art of the ancients and ambition to create something un¬ 
heard of overruled considerations of expediency and time-honoured 
traditions. But Bramante's plan for St. Peter's was not destined to be 
carried out. The enormous building swallowed up so much money 
that, in trying to raise sufficient funds, the Pope precipitated the crisis 
which led to the Reformation. It was the practice of selling indulgences 
against contributions for the building of that church ±at led Luther in 
Germany to his first pubUc protest. Even within the CathoHc Church, 
opposition to Bramante's plan increased, and by the time the building 
had progressed sufficiently, the idea of a circular church was aban¬ 
doned. St. Peter's, as we know it today, has httle in common with the 
original plan, except its gigantic dimensions. 

The spirit of bold enterprise which made Bramante's plan for St. 
Peter's possible is characteristic of the period of the High Renaissance, 
the period round about 1500 which produced so many of the world's 
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greatest artists. To these men nothing seemed impossible, and that 
may be the reason why they did sometimes achieve the apparently im¬ 
possible. Once more, it was Florence which gave birth to some of the 
leading minds of that great epoch. Since the days of Giotto round 
about 1300, and of Masaccio round about 1400, Florentine artists cul¬ 
tivated their tradition with special pride, and their excellence was re¬ 
cognized by aU people of taste. We shaU see that nearly all the 
greatest artists grew out of such a firmly established tradition, and 
that is why we should not forget the humbler masters in whose work¬ 
shops they learned the elements of their craft. 

Leonardo da Vinci (1452-1519), the oldest of these famous masters, 
was bom in a Tuscan village. He was apprenticed to a leading 
Florentine workshop, that of the painter and sculptor Andrea del Ver¬ 
rocchio (1435-88). Verrocchio's fame was very great, so great indeed 
that the city of Venice commissioned from him the 

monument to Bartolomeo Colleoni, one of their generals to whom they 
owed gratitude for a number of charities he had fotmded rather than 
for any particular deed of military prowess. The equestrian statue 
which Verrocchio made (Fig. 184) shows that he was a worthy heir to 
the tradition of Donatello. We see how minutely he studied the ana¬ 
tomy of the horse, and how clearly he obser\'ed the position of the 
muscles and veins. But most admirable of aU is the posture of the 
horseman, who seems to be riding ahead of his troops with an expres¬ 
sion of bold defiance. Later times have made us so familiar with these 
riders of bronze that have come to people our towns and cities, repres¬ 
enting more or less worthy emperors, kings, princes and generals, that 
it may take us some time to realize the greatness and simplicity of 
Verrocchio's work. It Hes in the clear outline which his group presents 
from nearly all aspects, and in the concentrated energy- which seems 
to animate the man in armour and his mount. 
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In a workshop capable of producing such masterpieces, the young 
Leonardo could certainly learn many things. He would be introduced 
into the technical secrets of foundry-work and other metalwork, he 
would learn to prepare pictures and statues 

carefully by making studies from the nude and from draped models. 
He would learn to study plants and curious animals for inclusion in his 
pictures, and he would receive a thorough groimding in the optics of 
perspective, and in the use of colours. In the case of any other gifted 
boy, this training would have been sufl&-cient to make a respeaable 
artist, and many good painters and sculptors did in fact emerge from 
Verrocchio's prosperous workshop. But Leonardo was more than a gif¬ 
ted boy. He was a genius whose powerful mind will always remain an 
object of wonder and admiration to ordinary- mortals. We know 
something of the range and productivity of Leonardo’s mind because 
his pupils and admirers carefully pre-ser\-ed for us his sketches and 
notebooks, thousands of pages covered with writings 
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cRRwi-CHlo: Monument :o Ci..t A ... Venice. Begun in 1479 
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Harmony Attained 

and drawings, with excerpts from books Leonardo read, and drafts for 
books he intended to write. The more one reads of these papers, the 
less can one understand how one human being could have excelled in 
all these different fields of research and made important contributions 
to nearly all of them. Perhaps one of the reasons is that Leonardo was 
a Florentine artist and not a trained scholar. He thought that the 
artist's business was to explore the visible world just as his prede¬ 
cessors had done, only more thoroughly and with greater intensity and 
accuracy. He was not interested in the bookish knowledge of the schol¬ 
ars. Like Shakespeare, he probably had 'little Latin and less Greek'. At 
a time when the learned men at the universities relied on the authority 
of the admired ancient writers, Leonardo, the painter, would trust 
nothing but his own eyes. Whenever he came across a problem, he did 
not consult the authorities hut tried an experiment to solve it. There 
was nothing in nature which did not arouse his curiosity and challenge 
his ingenuity. He explored the secrets of the human body by dissecting 
more than thirty corpses (Fig. 185). He was one of the first to probe in¬ 
to the mysteries of the growoh of the child in the womb; he investig¬ 
ated the laws of waves and currents; he spent years in observing and 
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analysing the flight of insects and birds, which was to help him to de¬ 
vise a flying machine which he was sure would one day become a real¬ 
ity. The forms of rocks and clouds, the effect of the atmosphere on the 
colour of distant objects, the laws governing the growth of trees and 
plants, the harmony of sounds, all these were the objects of his cease¬ 
less research, which was to be the foundation of his art. His contem¬ 
poraries looked upon Leonardo as a strange and rather uncanny being. 
Princes and generals wanted to use this astonishing wizard as a milit¬ 
ary engineer for the building of fortifications and canals, of novel 
weapons and devices. In times of peace, he would entertain them with 
mechanical toys of his own invention, and with the designing of new 
effects for stage performances and pageantries. He was admired as a 
great artist, and sought after as a splendid musician, but, for all that, 
few people can have had an inkling of the importance of his ideas or 
the extent of his knowledge. The reason is that Leonardo never pub¬ 
lished his writings, and that very few can even have known of their ex¬ 
istence. He was left-handed, and 

185. LEONARDO DA VINCI: Anatomical Studies 

(larynx and leg). 1510. Windsor Castle, 

Royal Library 

had taken to writing from right to left so that his notes can only be 
read in a mirror. It is possible that he was afraid of di\Talging his dis¬ 
coveries for fear that his opinions would be found heretical. Thus we 
find in his writings the five words 'The sun does not move', which 
show that Leonardo anticipated the theories of Copernicus which were 
later to bring Galileo into trouble. But it is also possible that he under¬ 
took his researches and experiments simply because of his insatiable 
curiosit}', and that, once he had solved a problem for himself, he was 
apt to lose interest because there were so many other mysteries still to 
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be explored. Most of all, it is hkely that Leonardo himself had no am¬ 
bition to be considered a scientist. All this exploration of nature was to 
him first and foremost a means of gaining knowledge of the visible 
world, such as he would need for his art. He thought that by placing it 
on scientific foundations he could transform his beloved art of paint¬ 
ing from a humble craft into an honoured and gentlemanly pursuit. To 
us, this preoccupation with the social rank of artists may be difficult to 
understand, but we have seen what importance it had for the men of 
the period. Perhaps if we remember Shakespeare's Midsiumner 
Night's Dream and the roles he assigns to Snug the joiner. Bottom the 
weaver, and Snout the tinker, we can understand the background of 
this struggle. Aristotle had codified the snobbishness of classical an¬ 
tiquity in distinguishing between certain arts that were compatible 
with a 'liberal education' (the so-called Liberal Arts such as rhetorics, 
grammar, philosophy and dialectic) and pursuits that involved work¬ 
ing with the hands, which were 'manual' and therefore 'menial', and 
thus below the dignity of a gentleman. It was the ambition of such 
men as Leonardo to show that painting was a Liberal Art, and that the 
manual labour involved in it was no more essential than was the la¬ 
bour of writing in poetry. It is possible that this view often affected 
Leonardo's relationship with his patrons. Perhaps he did not want to 
be considered the owner of a shop where anyone could commission a 
picture. At any rate, we know that Leonardo often failed to carry out 
his commissions. He would start on a painting and leave it unfinished, 
despite the urgent requests of the patron. Moreover, he obviously in¬ 
sisted that it was he himself who had to decide when a work of his was 
to be considered finished, and he refused to let it go out of his hands 
unless he was satisfied with it. It is not surprising, therefore, that few 
of Leonardo's works were ever completed, and that his contemporaries 
regretted the way in which this outstanding genius seemed to fritter 
away his time, moving restlessly from Florence to Milan, from Milan 
to Florence and to the service of the notorious adventurer Cesare 
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Borgia, then to Rome, and finally to the court of King Francis I in 
France, where he died in the year 1519, more admired than 
understood. 

By a singular misfortune, the few works which Leonardo did complete 
in his mature years have come down to us in a very had state of pre- 
ser\'ation.Thus when we look at what remains of Leonardo’s famous 
wall-painting of the 'Last Supper' (Fig. 186) we must try to imagine 
how it may have appeared to the monks for whom 

Harmony Attained 



186 . LEONARDO DA VINCI: The Last Supper. Wall-painting in the 
Refertory of the Monastery of Sta Maria delle Grazie, Milan. Between 
1495 and 1498 

it was painted. The painting covers one wall of an oblong hall that was 
used as a dining-room by the monks of the monaster}- of Santa Maria 
delle Grazie in Milan. One must visualize what it was like when the 
painting was uncovered, and when, side by side with the long tables of 
the monks, there appeared the table of Christ and his apostles. Never 
before had the sacred episode appeared so close and so lifelike. It was 
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as if another hall had been added to theirs, in which the Last Supper 
had assumed tangible form. How clear the Hght fell on to the table, 
and how it added roundness and solidity to the figures. Perhaps the 
monks were first struck by the truth to nature with which all details 
were portrayed, the dishes on the table-cloth, and the folds of the 
draperies. Then, as now, works of art were often judged by laymen ac¬ 
cording to their degree of lifelikness. But that can only have been the 
first reaction. Once they had sufficiently admired this extraordinary il¬ 
lusion of reaUty, the monks would turn to the way in which Leonardo 
had presented the biblical stoij'. There was nothing in this work that 
resembled older representations of the same theme. In these tradition¬ 
al versions, the apostles were seen sitting quietly at the table in a 
row—only Judas being segregated from the rest— A W'hile Christ was 
calmly dispensing the Sacrament. The new picture was very diflferent 
from any of these paintings. There was drama in it, and excitement. 
Leonardo, like Giono before him, had gone back to the text of the 
Scriptures, and had striven to visualize what it must have been like 
when Christ said,' "Verily I say imto you, that one of you shall betray 
me", and they were exceeding sorrowful and began every one of them 
to say unto him "Lord, is it I ?" ' (Matthew xx\'i. 21-2). The gospel of 
St. John adds that 'Now there was leaning on Jesus' bosom one of 

his disciples, whom Jesus loved. Simon Peter therefore beckoned to 
him that he should ask who it should be of whom he spake' (John xiii. 
23-4). It is this questioning and beckoning that brings movement into 
the scene. Christ has just spoken the tragic words, and those on his 
side shrink back in terror as they hear the revelation. Some seem to 
protest their love and innocence, others gravely to dispute whom the 
Lord may have meant, others again seem to look to Him for an explan¬ 
ation of what He has said. St. Peter, most impetuous of all, rushes to¬ 
wards St. John, who sits to the right of Jesus. As he whispers 
something into St. John's ear, he inadvertently pushes Judas forward. 
Judas is not segregated from the rest, and yet he seems isolated. He 
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alone does not gesticulate and question. He bends forward and looks 
up in suspicion or anger, a dramatic contrast to the figure of Christ sit¬ 
ting calm and resigned amidst this surging turmoil. One wonders how 
long it took the first spectators to realize the consummate art by which 
all this dramatic movement was controlled. Despite the excitement 
which Christ's words have caused, there is nothing chaotic in the pic¬ 
ture. The twelve apostles seem to fall quite naturally into four groups 
of three, linked to each other by gestures and movements. There is so 
much order in this variety, and so much variety in this order, that one 
can never quite exhaust the harmonious interplay of movement and 
answering movement. Perhaps we can only fully appreciate 
Leonardo's achievement in this composition if we think back to the 
problem we discussed in the description of PoUaiuolo's 'St. Sebastian’ 
(p. 191, Fig. 167). We remember how the artists of that generation had 
struggled to combine the demands of realism with that of design. We 
remember how rigid and artificial PoUaiuolo's solution of this prob¬ 
lem looked to us. Leonardo, who was little younger than Pollaiuolo, 
had solved it with apparent ease. If one forgets for a moment what the 
scene represents, one can still enjoy the beautiful pattern formed by 
the figures.The composition seems to have that effortless balance and 
harmony which it had in Gothic paintings, and which artists like Rogi- 
er van der Weyden and Botticelli, each in his own way, had tried to re¬ 
capture for art. But Leonardo did not find it necessary to sacrifice cor¬ 
rectness of drawing, or accuracy of observation, to the demands of a 
satisfying outline. If one forgets the beauty of the composition, one 
suddenly feels confronted with a piece of reality as convincing and 
striking as any we saw in the works of Masaccio or Donatello. And 
even this achievement hardly touches upon the true greatness of the 
work. For, beyond such technical matters as composition and 
draughtsmanship, we must admire Leonardo's deep insight into the 
behaviour and reactions of men, and the power of imagination which 
enabled him to put the scene before our eyes. An eye-witness tells us 
that he often saw Leonardo at work on the 'Last Supper'. He would get 
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on to the scaffolding and stand there for a whole day, just thinking, 
without painting a single stroke. It is the result of this thought that he 
has bequeathed to us, and, even in its ruined state, 'The Last Supper' 
remains one of the great miracles wrought by human genius. 

Harmony Attained 



187. LEONARDO DA VINCI: Motia Lisa. About 1502. Paris, Lou\Te 

There is another work of Leonardo's which is perhaps even more fam¬ 
ous than 'The Last Supper'. It is the portrait of a Florentine lady whose 
name was Lisa, 'Mona Lisa' (Fig. 187). A fame as great as that of 
Leonardo's 'Mona Lisa' is not an unmixed blessing for a work of art. 
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\X'e become so used to seeing it on picture postcards, and even ad¬ 
vertisements, that we find it diflBcult to see it with fresh eyes as the 
painting of a real man portraying a real person of flesh and blood. But 
it is worth while to forget what we know, or beUeve we know, about 
the picture, and to look at it as if we were the first people ever to set 
eyes on it. \X'hat strikes us first is the amazing degree to which Lisa 
looks alive. She really seems to look at us and to have a mind of her 
own. Like a living being, she seems to change before our eyes and to 
look a little diflferent every time we come back to her. Even in 
photographs 

of the picture we experience this strange effect, but in front of the ori¬ 
ginal in the Paris Louvre it is ahnost uncanny. Sometimes she seems to 
mock at us, and then again we seem to catch something like sadness in 
her smile. All this sounds rather mysterious, and so it is; that is the ef¬ 
fect of every great work of art. Ne\erthe-less, Leonardo certainly knew 
how he achieved this effect, and by what means. That great observer of 
nature knew more about the way we use our eyes than anybody who 
had ever lived before him. He had clearly seen a problem which the 
conquest of nature had posed to the artists—a problem no less intric¬ 
ate than the one of combining correct drawing with a harmonious 
composition. The great works of the Italian Quattrocento masters who 
followed the lead given by Masaccio have one thing in common: their 
figures look somewhat hard and harsh, almost wooden. The strange 
thing is that it clearly is not lack of patience or lack of knowledge that 
is responsible for this effect. No one could be more patient in his imit¬ 
ation of nature than Van Eyck (p. 173, Fig. 154); no one could know 
more about correct drawing and perspective than Mantegna (p. 186, 
Fig. 164). And yet, for all the grandeur and impressiveness of their 
representations of nature, their figures look more like statues than liv¬ 
ing beings. The reason may be that the more conscientiously we copy a 
figure line by line and detail by detail, the less we can imagine that it 
c\er really moved and breathed. It looks as if the painter had suddenly 
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cast a spell over it, and forced it to stand stock-stiU for evermore, like 
the people in 'The Sleeping Beaut}". Artists had tried various ways out 
of this difficult}’. Botticelh, for instance (p. 192, Fig. 168), had tried to 
emphasize in his pictures the waving hair and the fluttering garments 
of his figures, to make them look less rigid in outline. But only 
Leonardo found the true solution to the problem. The painter must 
leave the beholder something to guess. If the outlines are not quite so 
firmly drawn, if the form is left a httle vague, as though disappearing 
into a shadow, this impression of dryness and stiffness wiU be 
avoided. This is Leonardo’s famous invention which the Italians call 
’sjumato" —the blurred outline and mellowed colours that allow one 
form to merge with another and always leave something to our ima¬ 
gination. If we now return to the 'Mona Lisa', we may understand 
something of its mysterious effect. \X'e see that Leonardo has used the 
means of his 'sfiimato' with the utmost deliberation. E\'eryone who 
has ever tried to draw or scribble a face knows that what we call its ex¬ 
pression rests mainly in two features: the comers of the mouth, and 
the comers of the eyes. Now it is precisely these parts which Leonardo 
has left deliberately indistinct, by letting them merge into a soft shad¬ 
ow. That is why we are never quite certain in what mood Mona Lisa is 
really looking at us. Her expression always seems just to elude us. It is 
net only vagueness, of course, which produces this effect. There is 
much more behind it. Leonardo has done a very daring thing, which 
perhaps only a painter of his consummate mastership could risk. If we 
look carefully at the picture, we see that the two sides do not quite 
match. This is most 

obvious in the fantastic dream landscape in the background. The hori¬ 
zon on the left side seems to he much lower than the one on the right. 
Consequently, when we focus the left side of the picture, the woman 
looks somehow taller or more erect than if we focus the right side. And 
her face, too, seems to change with this change of position, because, 
even here, the two sides do not quite match. But with all these 




331/730 


sophisticated tricks, Leonardo might have produced a clever piece of 
jugglen,- rather than a great work of art, had he not known exacdy 
how far he could go, and had he not counterbalanced his daring devi¬ 
ation from nature by an almost miraculous rendering of the living 
flesh. Look at the way in which he modelled the hand, or the sleeves 
with their minute folds. Leonardo could be as painstaking as any of his 
forerunners in the patient obsen-ation of nature. Only he was no 
longer merely the faithful ser\’ant of nature. Long ago, in the distant 
past, people had looked at ponraits with awe, because they had 
thought that in preserving the likeness the artist couild somehow pre¬ 
serve the soul of the person he portrayed. Now the great scientist, 
Leonardo, had made some of the dreams and fears of these first 
image-makers come true. He knew the spell which would infuse life 
into the colours spread by his magic brush. 

The second great Florentine whose work makes Italian art of the six¬ 
teenth centtiry {Cinquecento) so famous was Michelangelo Buonarroti 
(1475-1564). Michelangelo was t\vent} A -three years younger than 
Leonardo and sur\’ived him by forty-five years. In his long lifetime he 
witnessed a complete change in the position of the artist. To some de¬ 
gree it was he himself who brought about this change. In his youth 
Michelangelo was trained like any other craftsman. As a boy of thir¬ 
teen he was apprenticed for three years to the busy workshop of one of 
the leading masters of late Quattrocento Florence, the painter Domen¬ 
ico Ghirlandajo (1449-94). Ghirlandajo was one of those masters 
whose works we enjoy rather for the way in which they mirror the col¬ 
ourful Hfe of the period than for any outstanding artistic merit. He 
knew how to tell the sacred stor>' pleasantly, as if it had just happened 
among the rich Florentine citizens of the Medici circle who were his 
patrons. Fig. 188 represents the birth of the Virgin Mar}-, and we see 
the relatives of her mother, St. Arme, coming to visit and congratulate 
her. We look into a fashionable apartment of the late fifteenth cent- 
tir\', and witness the formal visit of well-to-do ladies of society. 
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Ghirlandajo proved that he knew how to arrange his groups effectively 
and how to give pleasure to the eye. He showed that he shared the 
taste of his contemporaries for the themes of ancient art, for he took 
care to depict a reUef of dancing children, in the classical maimer, in 
the backgroimd of the room. 

In his workshop the young Michelangelo could certainly learn all the 
technical tricks of the trade, a sohd technique of painting frescoes, and 
a thorough grounding in draughtsmanship. But, as far as we know, 
Michelangelo did not enjoy his days in this successful painter’s firm. 
His ideas about art were different. Instead of acquiring the facile man¬ 
ner of Ghirlandajo, he went out to study the work of the 
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i88. GHIRLANDAjo: Birth of the Virgin. Wall-painting in the church 
of Sta Maria Novella, Florence. Completed in 1491 
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great masters of the past, of Giotto, Masaccio, Donatello, and of the 
Greek and Roman sculptors whose works he could see in the Medici 
collection. He tried to penetrate into the secrets of the ancient 
sculptors, who knew how to represent the beautiful human body in 
motion, with all its muscles and sinews. Like Leonardo, he was not 
content with learning the laws of anatomy secondhand, as it were, 
from antique sculpture. He made his own research into human ana¬ 
tomy, disseaed bodies, and drew from models, till the human figure 
did not seem to hold any secrets for him. But, unlike Leonardo, for 
whom man was only one of the many fascinating riddles of nature, 
Michelangelo strove with an incredible singleness of purpose to mas¬ 
ter this one problem, but to master it fully. His power of concentration 
and his retentive memory must have been so outstanding ±at soon 
there was no posture and no miOvement which he found difficult to 
draw. In faa, difficulties only seemed to attract him. Attitudes and 
angles which many a great Ouattrocento artist might have hesitated to 
introduce into his pictures, for fear of failing to represent them con¬ 
vincingly, only stimulated his artistic ambition, and soon it was ru¬ 
moured that this yoimg artist not only equalled the renowned masters 
of classical antiquity but actually surpassed them. Today, when yoimg 
artists spend several years at art schools studying anatomy, the nude, 
perspective, and all the tricks of draughtsmanship, when many an 
unambitious spons-reporter or poster-amst may have acquired facility 
in drawing human figures from all angles, it may not be easy for us to 
grasp the tremendous admiration which Michelangelo's sheer skill and 
knowledge aroused in his day. By ±e time he was thirty-, he was gener¬ 
ally acknowledged 

to be one of the outstanding masters of the age, equal in his way to the 
genius of Leonardo. The cit}- of Florence honoured him by commis¬ 
sioning him and Leonardo each to paint an episode from Florentine 
historj' on a wall of the major council chamber of the Town Hall. It 
was a dramatic moment in the history of art when these two giants 
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competed for the palm, and all Florence watched with excitement the 
progress of their sketches and preparations. Uriforttmately, the works 
were ne\er completed. Michelangelo received a call which kindled his 
enthusiasm even more. Pope Juhus II wanted his presence in Rome to 
erect a tomb for him that should be worthy of the overlord of Christen¬ 
dom. We have heard of the ambitious plans of this great-minded but 
ruthless ruler of the Church, and it is not difficult to imagine how fas¬ 
cinated Michelangelo must have been to work for a man who pos¬ 
sessed the means and the will to carr}- out the boldest plans. With the 
Pope's permission, he immediately travelled to the famous marble 
quarries at Carrara, there to select the blocks from which to car\-e a 
gigantic mausoleimi. The young artist was overwhelmed by the sight 
of all these marble rocks, which seemed to be waiting for his chisel to 
turn them into statues such as the world had never seen. He stayed 
more than six months at the quarries, buying, selecting and rejecting, 
his mind seething with images. He wanted to release the figures from 
the stones in which they were slumbering. But when he returned and 
started to work, he soon discovered that the Pope's enthusiasm for the 
great enterprise had markedly cooled. We know, today, that one of the 
main reasons for the Pope's embarrassment was that his plan for a 
tomb had come into conflia with another plan of his which was even 
dearer to his hean: the plan for a new St. Peter’s. For the tomb had ori¬ 
ginally been destined to stand in the old building, and if that was to be 
pulled down, where was the mausoleum to be housed ? Michelangelo, 
in his boundless disappointment, suspected different reasons. He 
smelt intrigue, and even feared that his rivals, above all Bramante, the 
architect of the new St. Peter's, wanted to poison him. In a fit of fear 
and fur%' he left Rome for Florence, and WTOte a rude lener to the 
Pope saying that if he wanted him, he could go and look for him. 

What was so remarkable in this incident was that the Pope did not lose 
his temper, but started formal negotiations with the head of the city of 
Florence to persuade the young sculptor to return. All concerned 
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seemed to agree that the movements and plans of this yoimg artist 
were as imponant as any dehcate maner of State. The Florentines even 
feared that the Pope might turn against them if they continued to give 
him shelter. The head of the city of Florence therefore persuaded 
Michelangelo to return to the service of Juhus II, and gave him a lener 
of recommendation in w hich he said that his art was unequalled 
throughout Italy, perhaps even throughout the world, and that if only 
he met with kindness 'he would achieve things which would amaze the 
whole world'. For once a diplomatic note had uttered the truth. When 
Michelangelo retvimed to Rome, the’aPope made him accept another 
commission. 

There was a chapel in the Vatican which had been built by Pope Sixtus 
I\', and was therefore called the Sistine Chapel. The walls of this 
chapel had been decorated bv the most famous painters of the former 
generation, by Botticelli, Ghirlandajo and others. But the vault was 
still blank. The Pope suggested that Michelangelo should paint it. 
Aiichelangelo did all he could to evade this commission. He said that 
he was not really a painter, but a sculptor. He was convinced that this 
thankless commission had been palmed off on to him through the in¬ 
trigues of his enemies. When the Pope remained firm, he started to 
work out a modest scheme oi twelve apostles in niches, and to engage 
assistants from Florence to help him with the painting. But suddenly 
he shut himself up in the chapel, let no one come near him, and star¬ 
ted to work alone on a plan which has indeed continued to 'amaze the 
whole world' fk»m the moment it was revealed. 

It is ver}- diffioilt for any or dinar}- mortal to imagine how it could be 
possible for one human being to achieve what Michelangelo achieved 
in four years of lonely woii A on the scaffoldings of the papal chapel. 
The mere physical exertion of painting this huge fresco on the ceiling 
of the chapel, of preparing and sketching the scenes in detail and 
transferring them to the wall, is fantastic enough. Michelangelo had to 
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lie on his back and paint looking upwards. In faa, he became so used 
to this cramped position that even when he received a letter during 
that period he had to hold it over his head and bend backwards to read 
it. But the physical performance of one man covering this vast space 
unaided is as nothing compared to the intellectual and artistic achieve¬ 
ment. The wealth of ever-new inventions, the unfailing master}- of ex¬ 
ecution in every detail, and, above all, the grandetir of the visions 
which Michelangelo revealed to those who came after him, have given 
mankind quite a new idea of the power of genius. 

One often sees illustrations of details of this gigantic work, and one 
can never look at them enough. But the impression given by the whole, 
when one steps into the chapel, is still very different fix)m the sum of 
aU the photographs one may ever see. The chapel resembles a very 
large and high assembly hall, with a shallow vault. High up on the 
walls, we see a row of paintings of the stories of Moses and ot Christ in 
the traditional manner of Michelangelo's forenmners. But, as we look 
upwards, we seem to look into a different world. It is a world of more 
than human dimensions. In the vaultings that rise between the five 
windows on either side of the chapel, Michelangelo placed gigantic im¬ 
ages of the Old Testament prophets who spoke to the Jews of the com¬ 
ing .Messiah, alternating with images of Sibyls, who, according to an 
old tradition, predicted the coming of Christ to the pagans. He painted 
them as might}- men and women, sitting deep in thought, reading, 
writing, arguing, or as though thev were Hstening to an inner voice. 
Between these rows of over life-size figures, on the ceiling proper, he 
painted the ston." of the Creation and ot Noah. But, as though lius im¬ 
mense task had not satisfied his urge for creating ever-new images, O 

he filled the framework between these pictures with an ovenvhelming 
host of figures, some of them like statues, others like hving youths of 
supernatural beaut}', holding festoons and medallions with j'et more 
stories. And even this is ov\y the centrepiece. Beyond that, in the 
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vaultings and directly below them, he painted an endless succession of 
men and women in infinite variation—the ancestors of Christ as they 
are enumerated in the Gospels. 

When we see all this wealth of figures in a photographic reproduction, 
we may suspect that the whole ceiling may look crowded and unbal¬ 
anced. It is one of the great surprises, when one comes into the Sistine 
Chapel, to find how simple and harmonious the ceiling looks if we re¬ 
gard it merely as a piece of superb decoration— how mellow and re¬ 
strained are its colour schemes, and how clear the whole arrangement. 
What is showTi on Fig. 189 is only a small fraction of the whole work, 
one sector, as it were, vaulting across the ceiling. On the one side there 
is the prophet Daniel holding a huge volume, which a little boy sup¬ 
ports on his knees, and nuning aside to take a note of what he has 
read. On the opposite side there is the 'Persian' Sibyl, an old woman in 
Oriental costimie, holding the book close to her eyes—equally en¬ 
grossed in her researches into the sacred texts. The marble seats on 
which they sit are adorned with statues of playing children, and above 
them, one on each side, are two of the nudes gaily about to tie the 
medalhon to the ceiling.These astonishing figures display all 
Michelangelo's master}’ in drawing the human body in any position 
and from any angle. They are young athletes with wonderful muscles, 
twisting and turning in ever}- conceivable direction, but always con¬ 
triving to remain graceful. There are no fewer than twent}- of them on 
the ceiling, each one more masterly than the last, and there is little 
doubt that many of the ideas which were to have come to life out of the 
marbles of Carrara now crowded upon Michelangelo's mind when he 
painted the Sistine ceiling. One can feel how he enjoyed his stu¬ 
pendous master}' and how his disappointment and his WTath at being 
prevented from continuing to work in the material he preferred 
spurred him on even more to show his enemies, real or suspeaed, that, 
if they forced him to paint—well, he would show them! 




338/730 


We know how minutely Michelangelo studied each detail, and how 
carefully he prepared each figure in the drawings. Fig. 190 shows a leaf 
from his sketch-book on which he studied the forms of a model for one 
of the Sibyls. We see the interplay of muscles as no one had observed 
and portrayed it since the Greek masters. But, if he proved himself an 
unsurpassed virtuoso in these famous 'nudes', he proved to be infin¬ 
itely more than that in the illustrations of bibhcal themes which form 
the centre of the composition. There we see the Lord, calling forth, 
with powerfial gestures, the plants, the heavenly bodies, animal life, 
and man. It is hardly an exaggeration to say that the picture of God the 
Father—as it has hved in the minds of generation after generation, not 
only of artists but of humble people, who perhaps have never 
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i 89- MICHELANGELO : A Section of the Ceiling of the Sistine Chapel, 
Vatican. Painted between 1508 and 1512 
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190. MICHELANGELO: Study for one of the Sibyls on the Sistine Ceil¬ 
ing. New York, Metropolitan Museum of Art 

heard the name of Michelangelo—was shaped and moulded through 
the direct and indirect influence of these great visions in which 
Michelangelo illustrated the act of creation. Perhaps the most famous 
and most striking of them is the creation of Adam on one of the large 
fields (Fig. 191). Artists before Michelangelo had already painted 
Adam lying on the ground and being called to life by a mere touch of 
the hand of God, but none of them had even come near to expressing 
the greatness of the myster}' of creation with such simphcit}' and 
force. There is nothing in the picture to divert attention from the main 
subject. Adam is lying on the ground in all the vigour and beaut}' that 
befits the first man; from the other side God the Father is approach¬ 
ing, carried and supported by His angels, wrapped in a wide and 
majestic mantle blown out by the wind like a sail, and suggesting the 
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ease and speed with which He floats through the void. As He stretches 
out His hand, not even touching Adam's finger, we almost see the first 
man waking, as from a profound sleep, and gazing into the fatherly 
face of his Maker. It is one of the greatest miracles in art how 
Michelangelo has contrived thus to make the touch of the Divine hand 
the 

Harrnonv Attained 
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lyi. MICHELANGELO: The Creation of Adam. Ticv A oi¥\g. !?,<) 

centre and focus of the picture, and how he has made us see the idea of 
omnipotence by the ease and power of this gesture of creation. 

Michelangelo had hardly finished his great work on the Sistine ceiling, 
in 1512, when he eagerly returned to his marble blocks to go on with 
the tomb of Juhus II. He had intended to adorn it with a number of 
statues of prisoners, such as he had seen on Roman monuments—al¬ 
though it is likely he plaimed to give to these figures a symbolical 
meaning. One of these is the 'Dying Slave' on Fig. 192. 
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If anyone had thought that after the tremendous exertion in the chapel 
Michelangelo's imagination had run dry, he was soon proved wrong. 
For when he returned to his beloved material, his powers seemed 
greater than ever. While in the 'Adam' Michelangelo had depiaed the 
moment when life entered the beautiful body of a vigorous youth, he 
now, in the 'Dying Slave’, chose the moment when life was just fading, 
and the body was giving way to the laws of dead matter. There is 
imspeak-able beauty in this last moment of final relaxation and release 
from the struggle of Ufe—this gesture of lassitude and resignation. It is 
difficult to think of this work as being a statue of cold and hfeless 
stone, as we stand before it in the Louvre in Paris. It seems to move 
before our eyes, and yet to remain at rest. This is probably the effect 
Michelangelo aimed at. It is one of the secrets of his art that has been 
admired ever since, that, however much he lets the bodies of his fig¬ 
ures twist and turn in violent movement, their outline always remains 
firm, simple and restful. The reason for this is that, from the very be¬ 
ginning, Michelangelo always tried to conceive his figures as lying hid¬ 
den in the block of marble on which he was working; the task he set 
himself as a sculptor was merely to remove the stone which covered 
them. Thus the simple shape of a block was always refleaed in the out¬ 
line of the statues, and held it together in one lucid design, however 
much movement there was in the body. 
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. MICHEL AN c-iLO: 7 r.i d'i-ing Sloze. S\2ib\t j£ de-tined f:r ihe toizb 
of Pope Julius II. Abc'ut 1516. Parii, LoutTe 

If Michelangelo had been famous when Jiilius II called him to Rome, 
his fame after the completion of these works was something no artist 
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had ever enjoyed before. But this tremendous fame began to be 
something like a curse to him: for he was never allowed to complete 
the dream of his youth —the tomb of Juhus II. When Juhus died, an¬ 
other pope required the services of the most famous artist of his time, 
and each successive pope seemed more eager than his predecessor to 
have his name linked with that of Michelangelo. Yet, while princes and 
popes were outbidding each other to secure the sen-ices of the ageing 
master, he seemed to retire more and more into himself and to be¬ 
come more exacting in his standards. The poems he wrote show that 
he was troubled by doubts as to whether his art had been sinful, while 
his letters make it clear that the higher he rose in the esteem of the 
world, the more biner and difficult he became. He was not only ad¬ 
mired, but feared for his temper, and he spared neither high nor low. 
There is no doubt he was very conscious of his social position, which 
was so different from anything he remembered from the days of his 
youth. Indeed, when he was seventy-seven, he once rebuffed a com¬ 
patriot for having addressed a letter to 'the Sculptor Michelangelo'. 
'Tell him', he wrote, 'not to address his letters to the sculptor 
Michelangelo, for here I am known only as Michelangelo Buonarroti... 
I have never been 

painter or sculptor, in the sense of having kept a shop . . . although I 
have sensed the popes; but this I did under compulsion.' 

How sincere he was in this feeling of proud independence is best 
shown by the faa that he refused payment for his last great work, 
which occupied him in his old age: the completion of the work of his 
one-time enemy Bramante—the crowTiing cupola of St. Peter's. This 
work on the principal church of Christendom the aged master re¬ 
garded as a service to the greater glor\" of God, which should not be 
suUied by worldly profit. As it rises over the cit\- of Rome, supported, 
it seems, by a ring of t\vin columns and soaring up with its clean 
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majestic outline, it ser\-es as a fitting monument to the spirit of this 
singular artist whom his contemporaries called 'di\"ine'. 

At the time when Michelangelo and Leonardo were competing with 
each other in Florence in 1504, a young painter arrived there from the 
small city of Urbino, in the province of Umbria. He was Raphael Santi 
(4483-1520),who had done promising work in the workshops of the 
leader of the 'Umbrian' school, Pietro Perugino (1446-1523'. Like 
Michelangelo's master, Ghirlandajo, and Leonardo’s master, Verroc¬ 
chio, Raphael's teacher, Perugino, belonged to the generation of highly 
successful artists who needed a large staff of skilled apprentices to 
help them carry out the many commissions they received. Perugino 
was one of those masters whose sweet and devout manner in painting 
altar-pieces commanded general respect. The problems with which 
earlier Ouanrocento artists had wrestled with such zeal no longer 
presented much difficult}" to him. Some of his most successful works, 
at any rate, show that he knew how to achieve a sense of depth without 
upsetting the balance of the design, and that he had learned to handle 
Leonardo's 'sfumato' so as to avoid giving his figures a harsh and rigid 
appearance. Fig. 193 is an altar-painting dedicated to St. Bernard. The 
saint looks up from his book to see the Holy Virgin standing in front of 
him. The arrangement could hardly be simpler—and yet there is noth¬ 
ing stiff or forced in this almost s\Tmnetrical lay-out.The figures are 
distributed to form a harmonious composition, and each of them 
moves with calm and ease. It is qtiite true that Perugino achieved this 
beautiful harmony at the expense of something else. He sacrificed the 
faithful p>ortrayal of nature which the great masters of the Ouattro- 
cento had striven for with such passionate devotion. If we look at 
Perugino's angels, we see that they all follow, more or less, the same 
t}"pe. It is a type of beaut}" which Perugino invented and appHed in 
his pictures in ever-new variations. XThen we see too much of his 
work, we may tire ot his devices, but then his paintings were not 
meant to be seen, side by side, in picture galleries. Taken singly, some 
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of his best works give us a glimpse into a world more serene and more 
harmonious than our own. 

It was in this atmosphere that the young Raphael grew up, and he had 
soon mastered and absorbed the manner of his teacher. When he ar¬ 
rived in Florence he was 

Harmonx Attained 



193. PERUGINO: The Virgin appearing 10 St. Bernard. Altar-painting. 
About 1490. Munich, Alie Pinakothek 

confronted with a stirring challenge. Leonardo and Michelangelo, the 
one his senior by thirty-one years, the other by eight years, were set¬ 
ting up new standards in art of which nobody had ever dreamed. Oth¬ 
er young artists might have become discouraged by the reputations of 
these giants. Not so Raphael. He was determined to learn. He must 
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have known that he was at a disadvantage in some respects. He had 
neither the immense range of knowledge of Leonardo, nor the power 
of Michelangelo. But while these xs\o geniuses were diffictjt to get on 
with, impre-dictable and elusive to ordinan," mortals, Raphael was of 
a sweemess of temper which would commend him to influential pat¬ 
rons. Moreover he could work, and work he would until he had caught 
up with the older masters. 

Raphael's greatest paintings seem so effortless that one does not usu¬ 
ally connect them with the idea of hard and relentiess work. To many 
he is simply the painter of sweet Madonnas which have become so well 
known as hardly to be appreciated as paintings any more. For 
Raphael's A 'ision of the Holy Virgin has been adopted by subsequent 
generations in the same way as Michelangelo's conception of God the 
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RAPHAEL : Pol>c Leo X A .\fc-Jji.-p crirA nro Cardinals. Probably 
painted in isiS. Florence, Palazzo Pitli 
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195 “ RAPHAEL: Head oj the nymph Galatea. Detail of Fig. 197 
Harmonv Attained 
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. RAPHAEL: The Madonna del Granduca. About 1505. Florence, 
Palazzo Pitti 

Father. We see cheap reproductions of these 
works in htimble rooms, and we are apt to 
conclude that paintings with such a general 
appeal must surely be a httle 'obvious'. In 
fact, their apparent simpHcity is the fruit of 
deep thought, careful planning and immense 
artistic wisdom. A painting like Raphael's 
'Madonna del Granduca' (Fig. 196) is truly 


'classical' in the sense that it has ser A A ed 





coundess generations as a standard of 
perfection in the same way as the work of 
Pheidias and Praxiteles has. It needs no 
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explanation. In this respect it is indeed 
’ob\-ious'. But, if we compare it with the 
coundess representations of the same theme 
which preceded it, we feel that they have all 
been groping for the very simplicity that 
Raphael has attained. We can see what 
Raphael did owe to the calm beaut\' of 
Perugino's t A pes, but what a difference 
there is between the rather empty regularin.- 

of the master and the fuUness of life in the pupil! The way the Virgin's 
face is 

modelled and recedes into the shade, the way Raphael makes us feel 
the volume of 

the body wrapt in the freely flowing mande, the firm and tender way in 
which she 
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holds and supports the Christ-child—all this contributes to the effect 
of perfea 

poise. We feel that to change the slightest detail would upset the 
whole harmony. 

Yet there is nothing strained or sophisticated in the composition. It 
looks as il it 

could not be otherwise, and as if it had so existed from the beginning 
of time. 

After some years in Florence, Raphael went to Rome. He arrived there 
probably in 1508 at the time when Michelangelo was just starting 
work on the Sistine ceiling. Juhiis II soon foimd work for this young 
and amiable artist also. He asked him to decorate the walls of various 
rooms in the Vatican which have come to be known by the name of the 
Stame (rooms). Raphael proved his master}- of perfect design and bal¬ 
anced composition in a series of frescoes on the walls and ceilings of 
these rooms. To appreciate the full beaut\- of these works, one must 
spend some time in the rooms and feel the harmony and diversity- of 
the whole scheme in which movement answers to movement, and 
form to form. Removed from their setting and reduced in size they 
tend to look frigid, for the indi-vidual figures, which stand before us 
life-size when we face the frescoes, are too readily absorbed by the 
groups. Conversely, when taken out of their context as illustrations of 
'detail', these figures P* 

lose one of their principal functions—that of forming part of the grace¬ 
ful melody of the whole design. 

This applies less to a smaller fresco (Fig. 197) which Raphael painted 
in the villa of a rich banker, Agostino Chigi (now called the Famesina). 
As subject he chose a verse from a poem by the Florentine Angelo 
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Poliziano which had also helped to inspire Botticelli's 'Birth of Venus'. 
These verses describe how the clumsy giant Polyphemus sings a love 
song to the fair sea-nymph Galatea and how she rides across the waves 
in a chariot drawTi by two dolphins, laughing at his uncouth song, 
while the gay company of other sea-gods and nymphs is milling round 
her. Raphael's fresco shows Galatea with her gay companions. The pic¬ 
ture of the giant was to appear elsewhere in the hall. However long one 
looks at this lovely and cheerful picture, one will always discover new 
beauties in its rich and intricate composition. Every figure seems to 
correspond to some other figure, every movement to answer a 
counter-movement. To start with the small boys with Cupid's bows 
and arrows who aim at the hean of the nymph: not only do those to 
right and left echo each other's movements, but the boy swimming be¬ 
side the chariot corresponds to the one flying at the top of the picture. 
It is the same with the group of sea-gods which seems to be 'wheeling' 
round the nymph. There are two on the margins who blow on their 
sea-shells, and the pairs in front and behind who are making love to 
each other. But what is more admirable is that all these diverse move¬ 
ments are somehow reflected and taken up in the figure of Galatea 
herself. Her chariot had been driving from left to right with her veil 
blowing backwards, but, hearing the strange love song, she turns 
roimd and smiles, and all the lines in the picture, from the love-gods' 
arrows to the reins she holds, converge on her beautiful face in the 
ver\- centre of the picture (Fig. 195). By these artistic means Raphael 
has achieved constant movement throughout the picture, without let¬ 
ting it become restless or unbalanced. It is for this supreme master}’ of 
arranging his figures, this consummate skill in composition that artists 
have ever since admired Raphael. Just as Michelangelo was foimd to 
have reached the highest peak in the masten.' of the human body, 
Raphael was seen to have accomphshed what the older generation had 
striven so hard to achieve: the perfect and harmonious composition of 
freely moving figures. 




There was another qualit}- in Raphael's work that was admired by his 
contemporaries and by subsequent generations—the sheer beaut\" of 
his figures. When he had finished the 'Galatea', Raphael was asked by 
a courtier where in aU the world he had found a model of such 
beaut}-. He repUed that he did not copy any specific model but rather 
followed 'a certain idea' he had formed in his mind. To some extent, 
then, Raphael, like his teacher Perugino, had abandoned the faithful 
portrayal of nature which had been the ambition of so many Quattro¬ 
cento artists. He deliberately used an imagined t\-pe of regular 
beaut}'. If we look back to the time of Praxiteles (p. 69, Fig. 62) we re¬ 
member how what we call an 'ideal' beauty 

Harmony Attained 

. A f?" - rn 
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197 - RAPHAEL: The Xyrnph Galatea. WaU-painting xn ihi' 

. riTT. 

grew out of a slow approximation of schematic forms to nature. Now 
the process was reversed, .\rtists tried to approximate nature to ±e 
idea of beautv" they had formed when looking at classical statues-tiiey 
'idealized' the model. It was a tendencj- not wi±out its dangers, for, if 
the artist deliberately maproves on 

nature, his work may easily look mannered or insipid. But if we look 
once more at Raphael’s work, we see that he, at any rate, could idealize 
without any loss of vitality and sincerity in the result. There is nothing 
schematic or calculated in Galatea’s loveliness. She is an inmate of a 
brighter world of love and beauty—the world of the classics as it ap¬ 
peared to its admirers in sixteenth-centurj' Italy. 
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When Raphael died on his thirty-seventh birthday, almost as young as 
Mozart, he had crammed into his brief Hfe an astonishing diversity' of 
artistic achievements and interests. Like Michelangelo, he designed 
buildings and studied the ruins of Rome. He was as great a portrait 
painter (Fig. 194) as a painter of large murals, and, since he was a soci¬ 
able man, the high dignitaries of the papal court and the .scholars 
made him their companion. There was even talk of his being made a 
Cardinal. When he died in the spring of 1520 and left his busy work¬ 
shop orphaned, one of the most famous scholars of his age. Cardinal 
Bembo, wrote the epitaph for his tomb in the Pantheon of Rome: 

This is Raphael's tomb, while he hved he made Mother Nature Fear to 
be vanquished by him and, as he died, to die too. 



198. AUmbers of Raphael's zvorksjiop plastering, painting and decor¬ 
ating the Loggie. Stucco relief in the Vatican Loggie made about 1518 

CHAPTER i6 • LIGHT AND COLOUR Venice and Northern Italy in 
the Early Sixteenth Century 
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199 - A building of the High i?i*._..the Library in Venice. 
Designed by Jacopo Saaiovino. 1536 

WE must now turn to another great centre of Italian art, second in im¬ 
portance only to Florence itself—the proud and prosperous cit\' of 
Venice. Venice, whose trade Unked it closely with the East, had been 
slower than other Italian cities in accepting the style of the 
Renaissance, Brunel-leschi's appHcation of classical form to buildings. 
But when it did, the style there acquired a new gaiet\-, splendour and 
warmth which evoke perhaps more closely than any other building in 
modem times, the grandeur of the great merchant cities of the Hellen¬ 
istic period, of .-Vlexandria or Antiochia. One of the most charaaeristic 
buildings of this stj-le is the Library of San Marco (Fig. 199). Its archi¬ 
tect was a Florentine, Jacopo Sansovino (1486-1570), but he had com¬ 
pletely adapted his st\-le and manner to the genius of the place, the 
brilliant hght of Venice which is refleaed by the lagoons, and dazzles 
the eyes by its splendour. It may seem a hnJe pedantic to anatomize 
such a festive and simple building, but to look at it carefully may help 
us to see how skilled these masters were in weaving a few simple 
elements 
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into ever-new patterns. The lower store}', then, with its vigorous Doric 
order of columns, is in the most orthodox classical manner. Sansovino 
has closely followed the rules of building which the Colosseum 'p. 79, 
Fig. 72) exemphfied. He adhered to the same tradition when he ar¬ 
ranged the upper storey in the Ionic order, carrying a so-called 'attic' 
crowned with a balustrade and topped by a row of statues. But, instead 
of letting the arched openings between the orders rest on pillars, as 
had been the case on the Colosseum, Sansovino supported them by 
another set of smaller Ionic columns, and thus achieved a rich effect of 
interlocked orders. With his balustrades, garlands and sculptures he 
gave the building something of the appearance of tracery such as had 
been used on the Gothic facades of Venice (p. 150, Fig. 138). 

This building is characteristic of the taste for which Venetian art in the 
Cinque-cento became famous. The atmosphere of the lagoons, which 
seems to blur the sharp outlines of objects and to blend their colours 
in a radiant hght, may have taught the painters of this cit}’ to use col¬ 
our in a more deliberate and obser\'ant way than other painters in 
Italy had done so far. It is difBcult to talk or write about colours, and 
coloured illustrations are rarely sufficiently accurate to give a clear 
idea of what a painting is really like. But so much seems to be clear: 
the painters of the Middle Ages were no more concerned about the 
'real' colours of things than they were about their real shapes. In their 
miniatures, enamel work and panel paintings, they loved to spread out 
the purest and most precious colours they could get—with shining 
gold and flawless ultramarine blue as a favourite combination. The 
great reformers of Florence were less interested in colour than in 
drawing. That does not mean, of course, that their pictures were not 
exquisite in colour—the contrary is true—but few of them regarded 
colour as one of the principal means of welding the various figures and 
forms of a picture into one unified panem. They preferred to do this by 
means of perspective and composition before they even dipped their 
brushes into paint. The Venetian painters, it seems, did not think of 




359/730 


colour as an additional adornment for the picture after it had been 
drawn on the panel. When one enters the Uttle church of San Zaccaria 
in Venice and stands before the picture (Fig. 201) which ±e great 
Venetian painter Giovanni Bellini (1431 ?-i 516) had painted over the 
altar there in 1505—in his old age—one immediately notices that his 
approach to colour was ver\- different. Not that ±e picture is particu¬ 
larly bright or shining. It is rather the mellowness and richness of the 
colours that impress one before one even begins to look at what the 
picture represents. I think that even the photograph conveys 
something of the warm and gilded atmosphere which fills the niche in 
which the Virgin sits enthroned, with the infant Jesus lifting His httle 
hand to bless the worshippers before the altar. An angel at the foot of 
the altar softly plays the violin, while the saints stand quiedy at either 
side of the throne: St. Peter with his key and book, St. Catherine with 
the palm of manyrdom 

and the broken wheel, St. Apollonia and St. Jerome, the scholar who 
translated the Bible into Latin, and whom Bellini therefore represen¬ 
ted as reading in a book. Many Madonnas with saints have been 
painted before and after, in Italy and elsewhere, but few were ever 
conceived with such a dignity and repose. In the earlier days, the pic¬ 
ture of the Virgin used to be rigidly flanked by the traditional images 
of the saints. Bellini knew how to bring life into a simple symmetrical 
arrangement without upsetting its order. He also knew how to turn the 
traditional figures of the Virgin and saints into real and Hving beings 
without divesting them of their old character and dignity,-. He did not 
even sacrifice the variet}- and individualit}- of real life—as Perugino 
had done to some extent (p. 230, Fig. 193). St. Catherine with her 
dreamy smile, and St. Jerome, the old scholar engrossed in his book, 
are real enough in their own ways, although they, too, no less than 
Perugino's figures, seem to belong to another more serene and beauti¬ 
ful world, a world transfused with that warm and supernatural light 
that fills the picture. 
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Giovanni Bellini belonged to the same generation as Verrocchio, Ghir- 
landajo and Perugino—the generation whose pupils and followers 
were the famous Citiquecento masters. He, too, was the head of an ex¬ 
ceedingly busy workshop out of whose orbit there emerged the famous 
painters of the Venetian Cinquecento, Giorgione and Titian. If the 
classical painters of central Italy had achieved the new complete har¬ 
mony within their pictures by means of perfect design and balanced 
arrangement, it was only natural that the painters of Venice should 
follow the lead of Giovanni Bellini who had made such happy use of 
colour schemes to unify his pictures. It was in this sphere that the 
painter Giorgione (i478?-isio) achieved the most revolutionary- res¬ 
ults. Ver\- Httle is known of this artist; not more than five paintings 
can be ascribed with absolute certaint} A to his hand. Yet these sufficed 
to secure him a fame nearly as great as that of the great leaders of the 
New Movement. Strangely enough, even these pictures contain 
something of a puzzle. We are not quite sure what the most accom¬ 
plished one, 'The Tempest' (Fig. 200), represents; it may be a scene 
from some classical writer or an imitator of the classics. For Venetian 
artists of the period had awakened to the charm of the Greek poets 
and what they stood for.They liked to illustrate the idylhc stories of 
pastoral love and to ponray the beaut>- of Venus and ±e nymphs. One 
day the episode here illustrated may be identified—the stor\-, perhaps, 
of a mother of some future hero, who was cast out of the cit}- into the 
wilderness with her child and was there discovered by a friendly young 
shepherd. For this, it seems, is what Giorgione wanted to represent. 
But it is not due to its content that the picture is one of the most won¬ 
derful things in art. That this is so may be difficult to see in a small- 
scale illustration, but even such an illustration conveys a shadow, at 
least, of his revolutionary’ achievement. Though the figures are not 
particularly carefully drawn, and though the composition is somewhat 
artless, the picture is clearly blended into a whole simply by the hght 
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and air that permeates it all. It is the. weird light of a thunderstorm 
and for the first time, it seems, the landscape before which the actors 
of the picture move is not just a background. It is there, by its own 
right, as the real subject of the painting. We look from the figures to 
the scenery which fills the major part of the small panel, and then back 
again, and we feel somehow that unlike his predecessors and contem¬ 
poraries, Giorgione has not drawn things and persons to arrange them 
afterwards in space, but that he really thought of nature, the earth, the 
trees, the light, air and clouds and the human beings with their cities 
and bridges as one. In a way, this was almost as big a step forward into 
a new realm as the invention of perspective had been. From now on, 
painting was more than a drawing plus colouring. It was an art with its 
own secret laws and devices. 

Giorgione died too young to gather all the fruits of this great discovery. 
This was done by the most famous of all Venetian painters—Titian 
(i477?-i5 76). Titian was born in Cadore, in the southern Alps, and is 
said to have been ninety-nine when he died of the plague. During his 
long life he rose to a fame which nearly matched that of Michelangelo. 
His early biographers tell us with awe that even the great Emperor 
Charles V had done him honour by picking up a brush he had 
dropped. We may not find this very remarkable, but if we consider the 
strict rules of the court of those times, we realize that the greatest em¬ 
bodiment of worldly power was beheved to have humbled himself 
symboHcally before the majesty of genius. Seen in this light, the little 
anecdote, whether true or not, represented to later ages a triumph for 
art. All the more so since Titian was neither such a universal scholar as 
Leonardo, nor such an outstanding personality as Michelangelo, nor 
such a versatile and attractive man as Raphael. He was principally and 
first of all a painter, but a painter whose handling of paint equalled 
Michelangelo's mastery of draughtsmanship. This supreme skill en¬ 
abled him to disregard all the time-honoured rules of composition, 
and to rely on colour to restore the unity which he apparendy broke 
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up. We need but look at Fig. 202 (which was begun only some fifteen 
years after Giovaimi Bellini's painting 'Madonna with Saints'), to real¬ 
ize the effect which his art must have had on contemporaries. It was 
almost unheard of to move the Holy Virgin out of the centre of the pic¬ 
ture, and to place the two administering saints—St. Francis, who is re¬ 
cognizable by the Stigmata (the wounds of the Cross), and St. Peter, 
who has deposited the key (emblem of his dignity) on the steps of the 
Virgin's throne— not symmetrically on each side, as Giovanni Bellini 
had done, but as active participants of a scene. In this altar-piece, Ti¬ 
tian had to revive the tradition of donors' portraits (p. 157, Fig. 143), 
but did it in an entirely novel way. The picture was intended as a token 
of thanksgiving for a victory over the Turks by the Venetian nobleman 
Jacopo Pesaro, and Titian portrayed him kneehng before the Virgin 
while an armoured standard-bearer drags a Turkish prisoner behind 
him. St. Peter and the Virgin look down on him benignly while St. 
Francis, on the other side, draws the 
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200. GIORGION'E: Tkd Timpisz. About 150S. Venice, Accademia 
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GIOVANNI BELLINI: Modorma vrith Saints. Altar-painting in S. Zac- 
caria, Venice. Completed in 1503 







365/730 



TITIAN: Madonna zdth Sair.:- Pesaro family. Begun in 

I5l9j completed in 152S. Venice, Church of Sta Maria dei Fran 

attention of the Christ-child to the other members of the Pesaro family 
who are kneeUng in the comers of the picture. The whole scene seems 
to take place in an open courtj'ard, with two giant columns which rise 
into the clouds where two little angels are engaged in playfully raising 
the Cross. Titian's contemporaries may well have been amazed at the 
audacit A - with which he had dared to upset the old-estab-hshed rules 
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of composition. They must have expected, at first, to find such a pic¬ 
ture Q 



203. TITIAN-: ,\I—..... .i Child. Detail of Fig. 202 
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'Young Englishman"). About 1540. 

Florence, Palazzo Pitti 
Light and Colour 245 

lopsided and unbalanced. Actually it is the very opposite. The unex¬ 
pected composition only serves to make it gay and lively without up¬ 
setting the harmony of it all. The main reason is the way in which Ti¬ 
tian contrived to let light, air and colours unify the scene. The idea of 
letting a mere flag counterbalance the figure of the Holy Virgin would 
probably have shocked an earlier generation, but this flag, in its rich 
warm colour, is such a stupendous piece of painting that the venture 
was a complete success. 

Titian’s greatest fame with his contemporaries rested on portraits. We 
need only look at a head like Fig. 204, usually called a 'Young EngHsh- 
man', to understand this fascination. We might try in vain to analyse 
wherein it consists. Compared 

with earlier portraits it all looks so simple and effortless. There is 
nothing of the minute modelling of Leonardo's 'Mona Lisa' in it—and 
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yet this unknown young man seems as mysteriously alive as she does. 
He seems to gaze at us with such an intense and soulful look that it is 
almost impossible to believe that these dreamy eyes are only a bit of 
coloured earth spread on a rough piece of canvas (Fig. 205). 

It was not only in the great centres like Venice that artists advanced to 
the discovery of new possibilities and new methods. The painter who 
was looked upon by later generations as the most 'progressive' and 
most daring innovator of the whole period led a lonely Hfe in the small 
northern Itahan town of Parma. His name was Antonio Allegri, called 
Correggio (i489?-i534). Leonardo and Raphael had died and Titian 
had already risen to fame when Correggio painted his more important 
works, but we do not know how much he knew of the art of his time. 
He probably had an opportunity in the neighbouring cities of northern 
Italy to study the works of some of Leonardo’s pupils and to learn 
about his treatment of light and shade. It was in this field that he 
worked out entirely new eflfects which greatly influenced later schools 
of painters. 

Fig. 206 shows one of his most famous paintings—'The Holy Night'. 
The tall shepherd has just had the vision of the open heavens in which 
the angels sing their 'Glory to God on High'; we see them whirling 
gaily about in the cloud and looking down on the scene to which the 
shepherd has rushed with his long staff. In the dark ruins of the stable 
he sees the miracle—the new-born Child that radiates light all round, 
lighting up the beautiful face of the happy mother. The shepherd 
arrests 
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205 - TITIAN: Porirait of a Man. Detail of Fig. 204 

his movement and fumbles for his cap, ready to kneel down and wor¬ 
ship. There are two servant girls—one is dazzled by the Ught from the 
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manger, one looks happHy at the shepherd. St. Joseph in the murk>' 
dark outside busies himself with the ass. 

247 



206. CORREGGIO: The Holy Xight. 

Altar-painting. About 1530. 

Dresden, Gallery 

207. coRRliGGlo: Si. J,iliu iliL liaptist. Study for a wall-painting. 
About 1526. Vienna, Albertina 

At first sight the arrangement looks quite artless and casual. The 
crowded scene on the left does not seem to be balanced by any corres¬ 
ponding group on the right. It is only balanced through the emphasis 
which the light gives to the group of the Virgin and the Child. Correg¬ 
gio even more than Titian exploited the discovery that colour and light 
can be used to balance forms and to direct our eyes along certain lines. 
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It is we who rush to the scene with the shepherd and who are made to 
see what he sees—the miracle of the Light that shone in darkness of 
which the Gospel of St. John speaks. 

There is one feature of Correggio's works which was imitated 
throughout the subsequent centuries; it is the way in which he painted 
the ceilings and cupolas of churches. He tried to give the worshippers 
in the nave below the illusion that the ceiling had opened and that they 
were looking right into the glory of Heaven. His mastery of Ught ef¬ 
fects enabled him to fill the ceiling with sunlit clouds between which 
the heavenly hosts seem to hover with their legs dangling downwards. 
This may not sound very dignified and actually there were people at 
the time who objected, but when you stand in the dark and gloomy 
medieval cathedral of Parma and look up towards its dome the im¬ 
pression is nevertheless very great. Unfortunately this type of effect 
cannot be reproduced in an illustration, the less so as these frescoes 
have suffered a good deal in the course of time. Perhaps one of 
Correggio's 

preparaton' drawings for a spandrel under the cupola A Fig. 207) can 
give a better idea of his intentions. It represents St. John the Baptist 
hugging the lamb (which is his emblem), sitting on a cloud supported 
by angels and looking, enraptured, into the stream of hght that pours 
down from the open heavens above him. This simple drawing gives an 
idea of Correggio’s skill in creating the illusion of overwhelming radi¬ 
ance. Somehow the greatest masters of colour learned the secret of 
conveying Ught even with a few touches of black. 
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208. An Orchestra ofVenetian Painters: Titian fwith double-bass), 
Tintoretto (with viola), 

Jacopo Bassano 'with flute), and Paolo Veronese (with violoncello). 
From the painting of 

The Marriage at Cana by PAOLO VERONESE. 1563. Paris, Louvre 

CHAPTER 17 : THE NEW L EA RNING SPREADS Germany and the 
Netherlands in the Early Sixteenth Century 
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209 - Northern Renaissance: The old Chancellery in Bruges ('La 
Greffe'). Designed by JAN wallot and Christian sixdeniers. 1535-7 

THE great achievements and inventions of the Italian masters of the 
Renaissance made a deep impression on the peoples north of the Alps. 
Everj'one who was interested in the revival of learning had become ac¬ 
customed to looking towards Italy, where the wisdom and the treas¬ 
ures of classical antiquit}' were being discovered. \X'e know very well 
that in art we 

cannot speak of progress in the sense in which we speak of progress in 
learning. A Gothic work of an may be just as great as a work of the 
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Renaissance. Nevertheless, it is perhaps natural that to the people at 
that time, who came into contact with the masterpieces from the 
south, their own art seemed suddenly to be old-fashioned and out of 
date. There were three tangible achievements of the Italian masters to 
which they could point. One was the discover}- of scientific perspect¬ 
ive, the second the knowledge of anatomy—and with it the perfect ren¬ 
dering of the beautiful human body—and thirdly the knowledge of the 
classical forms of building which seemed to the period to stand for 
everjThing that was dignified and beautiful. 

It is a fascinating spectacle to watch the reactions of various artists 
and traditions to the impact of this new knowledge, and to see how 
they asserted themselves or, as sometimes happened, how they suc¬ 
cumbed—according to the strength of their charaaer and the breadth 
of their vision. Architects were perhaps in the most difficult position. 
Both the Gothic SN'stem, to which they were accustomed, and the new 
revival of ancient buildings are, at least in theon.-, utterly logical and 
consistent, but as different from each other in aim and spirit as two 
stj'les could possibly be. It took a lor A time, therefore, before the new 
fashion in building was adopted north of the Alps. When this did come 
about, it was frequently on the insistence of princes and noblemen 
who had visited Italy and wanted to be up to date. Even so, architects 
often complied only ven,' superficially with the requirements of the 
new st A 'le. They demonstrated their acquaintance with the new ideas 
by putting a column here and a frieze there—in other words, by adding 
some of the new forms to their wealth of 

decorative motives. More often than not, the body of the building re¬ 
mained entirely imtouched. There are churches, for instance in 
France, England and Germany, where the pillars supporting the vault 
are superficially turned into columns by having capitals affixed to 
them, or where the Gothic windows are complete with lacework, but 
the pointed arch has given way to a rounded one (Fig. 210). There are 
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regular cloisters supported by fantastic bottle-shaped columns, castles 
bristling with turrets and buttresses, but adorned with classical de¬ 
tails, gabled town houses with timber imitations of a regular frieze 
(Fig. 209). An Italian artist, convinced of 

21 o. Gothic transformed: the choir of St. Pierre the perfection of the 
classical rules, WOuld j« Cae«. Designed bv PIERRE SOHIER. i. 11 i r 

Begun in 1518, completed about 1545 probably have turned away from 
these 



things in horror, but if we do not measure them by any pedantic aca¬ 
demic standard we may often admire the ingenuity and wit with which 
these incongruous styles were blended. 

Things were rather different in the case of painters and sculptors, be¬ 
cause for them it was not a matter of taking over certain definite forms 
such as columns, or arches, piecemeal. Only minor painters could be 
content with borrowing a figure or a gesture from an Itahan engraving 
which had come their way. Any real artist was bound to feel the urge 
thoroughly to understand the new principles of art and to make up his 
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mind about their usefulness. We can study this dramatic process in the 
work of the greatest German artist, Albrecht Diirer (i 471-1528), who 
was throughout his life fully conscious of their vital importance for the 
future of art. 

Albrecht Diirer was the son of a distinguished master-goldsmith who 
had come from Hungary and settled in the flourishing city of Nurem¬ 
berg. Even as a boy, young Diirer showed an astonishing gift for draw¬ 
ing-some of his works of that time have been preserved—and he was 
apprenticed with the biggest workshop for altars and woodcut illustra¬ 
tions. This belonged to the Nuremberg master, Michel Wolgemut. 
Having completed his apprenticeship, he followed the custom of all 
young medieval craftsmen and travelled about as a journeyman to 
broaden his views and to look for a place in which to settle. Diirer’s in¬ 
tention had been to visit the workshop of the greatest copper-engraver 
of his period, Martin Schongauer (p. 207), but when he arrived at Col¬ 
mar he found that the master had died some months earlier. However, 
he stayed with Schongauer’s brothers, who had taken charge of the 
workshop, and then turned to Basle in Switzerland, at that time a 
centre of learning and of the book trade. Here he made woodcuts for 
books, and then travelled on, across the Alps into northern Italy, keep¬ 
ing an open eye throughout his journeys and making water-colours of 
the picturesque places in the Alpine valleys, and studying the works of 
Mantegna (p. 186). When he returned to Nuremberg to marry and 
open his own workshop, he possessed all the technical accomplish¬ 
ments a northern artist could expect to acquire in the south. He soon 
showed that he had more than mere technical knowledge of his diffi¬ 
cult craft, that he possessed that intense feeling and imagination 
which alone make the great artist. One of his first great works was a 
series of large woodcuts illustrating the Revelation of St. John. It was a 
great success. The terrifying visions of the horrors of doomsday, and of 
the signs and portents preceding it, had never been visualized with 
similar force and power. There is little doubt ±at Diirer’s imagination, 
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and the interest of the public, fed on the general restlessness and dis¬ 
content with the institutions of the Church which was rife in Germany 
towards the end of the Middle Ages, and was finally to break out in 
Luther's Reformation. To Diirer and his public, the weird visions of 
the apocalyptic events had acquired something like topical 

The New Leamuig Spreads 



211. DURER: St. Mizhaei's Ftgh: agjiTis! The Dragon. From the 
\vc>c>cci:t series illustrating the Revelation published in 1498 

interest, for there were many who expected these prophecies to come 
true within their lifetime. Fig. 211 shows an illustration of Revelation 
xii. 7: 
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And there was war in heaven. Michael and his angels fought against 
the dragon, and The dragon fought and his angels, and prevailed not; 
neither was their place found any more in heaven. 

To represent this great moment, Diirer discarded aU the traditional 
poses that had been used time and again to represent, with a show of 
elegance and ease, a hero’s fight against a monal enemy. Diirer's St. 
Michael does not strike any pose. He is in deadly earnest. He uses both 
hands in a might}- effort to thrust his huge spear into the dragon's 
throat, and this powerful gesture dominates the whole scene. Round 
him there are the hosts of other warring angels fighting as swordsmen 
and archers against the fiendish monsters, whose fantastic appearance 
defies description. 

Beneath t±iis celestial battlefield there lies a landscape untroubled 
and serene, with Diirer's famous signature. But though Diirer had 
proved himself a master of the fantastic and the \-isionary, 

a true heir of those Gothic artists who had created the porches of the 
great ca±edrals, he did not rest content A ith this achie\ ement. His 
studies and sketches show that it was equally his aim to contemplate 
the beaut}- of nature, and to copy it as patiendy and as faithfully as 
any artist had ever done, since Jan van Eyck had shown the artists of 
the north that their task was to mirror nature. Some of these studies of 
Diirer have become famous; for instance, his water-colour of a piece of 
lawn A Fig. 212). It seems that Diirer strove for this perfect mastery" in 
the imitadon of nature, not so much as an aim in itself but as a better 
way of presenting a convincing vision of the sacred stories which he 
was to illustrate in his paintings, engravings, and woodcuts. For the 
same patience which enabled him to draw these sketches also made 
him the bom engraver, who never tired of adding detail upon detail to 
build up a true little world within the compass of his copper plate. In 
his 'Nativity' ,Fig. 214) which he made in 1504 (that is, about the time 
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when Michelangelo amazed the Florentines by his display of know¬ 
ledge of the human body\ Diirer took up the theme which Schongauer 
A p. 20-, Fig. iSi A had represented on his lovely engraving. The older 
artist had already used the opportunity to depict the rugged walls of 
the dilapidated stables with special love. It would seem, at first glance, 
that for Diirer this was the main subject. The old farmyard with its 
cracked mortar and loose tiles, its broken wall from which trees are 
growing, its ramshackle boards in place of a roof, on which birds are 
nesting, is thought 

out and rendered with such quiet and l 

contemplative patience that one feels how much the artist enjoyed the 
idea of the picturesque old building. Compared with it, the figures 
seem, indeed, small and almost insignificant: Mary, who has sought 
shelter in the old shed and is kneeling in front of her Child, and 
Joseph, who busies himseh" hauling water from the well and pouring 
it carefully into a narrow pitcher. One must look carefully to discover 
one of the adoring shepherds in the background, and you almost need 
a magnifying glass to detect the traditional angel in the sky who an¬ 
nounces the glad tidings to the world. And vet no one would seriously 

212. durer: PiVtvi'/'Z.<ir"-i. Water-colour 

suggest that Diirer was merely trj-ing to smdy. 1502. Vjenna, Albemna 
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213 - DUKhK: Adam utid Eve. Engraving made in 1504 
254 The New Learning Spreads 

display his skill in rendering old and broken walls. This old, disused 
farmyard, with its humble visitors, conveys such an atmosphere of 
idyllic peace that it calls on us to ponder the miracle of the Holy Night 
in the same mood of devout meditation as went into the making of the 
engraving. 




381/730 


In engravings hke this, Diirer seemed to have summed up and brought 
to perfection the development of Gothic art, since it had turned to¬ 
wards the imitation of nature. But, at the same time, his mind was 
busy grappling with the new aims given to art by the Italian artists. 

There was one aim which Gothic art had almost excluded and which 
now stood in the foreground of interest: the representation of the hu¬ 
man body in that ideal beauty with which classical art had endowed it. 

Here Diirer was soon to find out that any mere imitation of real 
nature, however diligently and devotedly it was done, would never be 
sufficient to produce the elusive quality of beauty that distinguished 
southern works of art. Raphael, when confronted with this question, 
referred to the 'certain idea' of beauty that he found in his own mind, 
the idea that he had absorbed during years of studying classical sculp¬ 
ture and beautiful models. To Diirer, this was no simple proposition. 
Not only were his opportunities for study less wide, but he had no firm 
tradition or suie instinct to guide him in such matters. That is why he 
went in search of a rehable recipe, as it were, a teachable rule which 
would explain what makes for beauty in the human form; and he be- 
heved he had found such a rule in the teachings of the classical writers 
on art on the proportions of the human body. Their expressions and 
measurements were rather obscure, but Diirer was not to be deterred 
by such difficulties. He intended, as he said, to give the vague practice 
of his forefathers (who had created vigorous works without clear 
knowledge of the rules of art) a proper teachable foundation. It is 
thrilling to watch Diirer experimenting with various rules of propor¬ 
tion, to see him deliberately distorting the human frame by drawing 
overlong, or overbroad, bodies in order to find the right balance and 
the right harmony. Among the first results of these studies which were 
to engage him throughout his Hfe was the engraving of Adam and Eve 
in which he embodied all his new ideas of beauty and harmony, and 
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which he proudly signed with his full name in Latin, 'Albertus Durer 
Noricus faciebat 1504' (Fig. 213). 

The Nezc Learning Spreads 

a 55 



04. durer: The X A r,vi:y. Engra\-ing made in 1504 
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It may not be easy for us to see immediately the achievement which 
lay in this engra\-ing. For the artist is speaking a langviage which is 
less famihar to him than that which he used in our preceding example. 
The harmonious forms at which he arrived by dihgeni measuring and 
balancing wixh compass and ruler, are not as 

convincing and beautiful as their Italian and classical models. There is 
some slight suggestion of artificiality', not only in their form and pos¬ 
ture, but also in the sj-m-metrical composition. But this shght feeling 
of awkwardness soon disappears when one realizes that Diirer has not 
abandoned his real self to serve new idols, as lesser artists did. As we 
let him guide us into the Garden of Eden, where the mouse hes quietly 
beside the cat, where the stag, the cow, the rabbit and the parrot do 
not fear the tread of human feet, as we look deep into the grove where 
the tree of knowledge grows, and watch the serpent giving Eve the 
fatal fruit while Adam stretches out his hand to receive it, and as we 
notice how Diirer has contrived to let the clear outline of their white 
and delicately modelled bodies show up against the dark shade of the 
forest with its rugged trees, we come to admire the first serious at¬ 
tempt to transplant the ideals of the south into northern soil. 

Diirer himself, however, was not easily satisfied. A year after he had 
pubhshed this engraving, he travelled to Venice to broaden his horizon 
and to learn more about the secrets of southern art. The arrival of so 
eminent a competitor was not altogether welcome to the minor Vene¬ 
tian artists, and Diirer wTote to a friend: 

'I have many friends among the Itahans who warn me not to eat and 
drink with their painters. Many of them are my enemies; they copy my 
works in the churches and wherever they can find them; and then they 
deer}' my work and say it was not in the manner of the classics and 
therefore it was no good. But Giovanni Bellini has praised me ver}- 
highly to many noblemen. He wanted to have something I have done, 
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and he himself came to me and asked me to make something for him 
—he would pay well. Everyone tells me how devout a man he is, which 
makes me like him. He is very old, and still the best in painting.' 

It is in one of these letters from Venice that Diirer wrote the touching 
sentence which shows how keenly he felt the contrast of his position as 
an artist in the rigid order of the Nuremberg guilds compared with the 
freedom of his Italian colleagues: 'How I shall shiver for the sun', he 
\\Tote, 'here I am a lord, at home a parasite.' But Diirer's later life 
does not quite bear out ±ese apprehensions. True, at first he had to 
bargain and argue with the rich burghers of Nuremberg and Frankfurt 
like any artisan. He had to promise them to use only the best quahty 
paint for his panels and to apply it in many layers. But gradually his 
fame spread, and the Emperor Maximilian, who himself believed in 
the importance of art as an instrument of glorification, secured 
Diirer's sers-ices for a number of ambitious schemes. VJTien, at the 
age of fift}’, Diirer A, isited the Netherlands, he was, indeed, received 
like a lord. He himself, deeply moved, described how the painters of 
Antwerp honoured him in their gutild-haU with a solemn banquet, 
'and when I was led to the table, the people stood, on both sides, as if 
they were introducing a great lord, and among them were many per¬ 
sons of excellence who all bowed their heads in the most humble man¬ 
ner'. Even in the northern countries the great artists had 

broken down the snobbery which led people to despise men who 
worked with their hands. 

It is a strange and puzzling faa that the only German painter who can 
be compared \\"ith Diirer for greatness and artistic power has been 
forgotten to such an extent that we are not even quite stire of his 
name. A writer of the seventeenth century makes rather confused 
mention of one Matthias Griinewald of Aschaffen-burg. He gives a 
glowing description of some painting of this 'German Correggio', as he 
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calls him, and thenceforward these paintings and others which must 
have been painted by the same great artist are usually labelled 'Griine- 
wald'. No record or doctiment of the period, however, mentions any 
painter of the name of Griinewald, and we must consider it likely that 
the author had mixed up his facts. Since some of the paintings 
ascribed to the master bear the initials M.G.N., and since a painter Ma 
this Gothardt Nithardt is known to have Hved and worked near 
Aschaffenburg in Germany as an approximate contemporary of Al¬ 
brecht Diirer, it is now beheved that this, and not Griinewald, was the 
true name of the great master. But this theory does not help us much, 
since we do not know very much about the master Mathis. In short, 
while Diirer stands before us like a living human being whose habits, 
behefs, tastes and mannerisms are intimately known to us, Griinewald 
is as great a myster}- to us as Shakespeare. It is unhkely that this is en¬ 
tirely due to mere coincidence. The reason why we know so much 
about Diirer is precisely that he saw himself as a reformer and innov¬ 
ator of the art of his country. He refleaed on what he was doing and 
why he did it, he kept records of his journeys and researches, and he 
wrote books to teach his own generation. There is no indication that 
the painter of the 'Griinewald' masterpieces saw himself in a similar 
hght. On the contrary-. The few works we have of his are altar-panels 
of the traditional t\-pe in major and minor pro\-incial churches, in¬ 
cluding a large number of painted 'wings' for a great altar at the 
Alsatian \-iIIage of Isenheim the so-called Isenheim altar). His works 
afford no indication that he strove like Diirer to become something 
different from a mere craftsman or that he was hampered by the fixed 
traditions of rehgious art as it had developed in the late Gothic period. 
Though he was certainly famihar with some of the great discoveries of 
Itahan an, he made use of them only as far as they suited his ideas of 
what art should do. On this score, he does not seem to have felt any 
doubts. Art for him did not consist in the search for the hidden laws of 
beaut\—for him it could have only one aim, the aim of all rehgious art 
in the Middle Ages—that of pronding a sermon in pictures, of 
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proclaiming the sacred truths as taught by the Church. The central 
panel of the Isenheim altar Fig. 215) shows that he gladly sacrificed all 
other considerations to this one overriding aim. Of beauty, as the Itali¬ 
an artists saw it, there is none in this stark and cruel picture of the cru¬ 
cified Sa\iour. Like a preacher at Passiontide, Griinewald left nothing 
undone to bring home to us the horrors of this scene of suffering: 
Christ's d\Tng body is distorted by the 
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215. bGRUN'EWALD : ( a -bu:: a 

i-rom ih-c Iscrmeim . A Jiar. ijc A -ii. Colmar, Museum 

torture of the Cross; the thorns of the scourges stick in the festering 
wounds which cover the whole figure. The dark red blood forms a glar¬ 
ing contrast to the sickly green of the flesh. By His features and the 
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impressive gesture of His hands, the Man of Sorrows speaks to us of 
the meaning of His Calvar}’. His suffering is refleaed m the traditional 
group of Marj', in the garb of a widow, fainting m the arms of St. John 
the Evangelist to whose care the Lord has commended her, and in the 
smaller figure of St. Mar}' Magdalen with her vessel of ointments, 
wringing her hands in sorrow. On the other side of the Cross, there 
stands the powerful figure of St. John the Baptist with the ancient 
symbol of the lamb carij'ing the cross and pouring out its blood mto 
the chaHce of the Holy Communion. With a stem and commanding 
gesture he points towards the Saviour, and over him are WTitten the 
words that he speaks faccording to the Gospel of St. John iii. 30): 'He 
must increase, but I must decrease.' 

There is Httle doubt that the artist wanted the beholder of the altar to 
meditate on these words, which he emphasized so strongly by the 
pointing hand of St. John the Baptist. Perhaps he even wanted us to 
see how Christ must grow and we diminish. For in this picture in 
which reality seems to be depicted in all its 

The New Learning Spreads 

vmmitigated horror, there is one unreal and fantastic trail: the figures 
greatly differ in size. We need only compare the hands of St. Man.- 
Magdalen under the Cross with those of Christ to become fully aware 
of the astonishing difference in their dimensions. It is clear that in 
these matters Griinewald rejected the rules of modern art as it had de¬ 
veloped since the Renaissance, and that he deliberately returned to 
the principles of medieval and primitive painters who varied the size 
of their figures according to their imponance in the picture. Just as he 
had sacrificed the pleasing kind of beaut\ A for the sake of the spiritual 
message of the altar, he also disregarded the new demand for correct 
proportions, since this helped him to express the mystic truth of the 
words of St. John. 
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Griinewald "s work may thus remind us once more that an artist can 
be very 

great indeed without being 'progressi\e', because the greatness of art 
does not he in new discoveries. That Griinewald was fanuhar with 
these discoveries he showed plainly enough whenever they helped him 
to express what he wanted to convey. And just as he used his brush to 
depict the dead and tormented body of Christ, he used it on another 
panel to convey its transfiguration at the resurrection into an un¬ 
earthly apparition of heavenly Ught (Fig. 216). It is difficult to describe 
this picture because, once more, so much depends on its colours. It 
seems as if Christ had just soared out of the grave, leaving a trail of ra¬ 
diant hght—the shroud in which the body had been swathed reflecting 
the coloured rays of the halo. There is a poignant contrast between the 
risen Christ who is hovering over the scene, and the helpless gestures 
of the soldiers on the ground who are dazzled and overwhelmed by 
this sudden apparition of hght. \X'e feel the violence of the shock in 
the way in which they writhe in their armour. As we cannot assess the 
distance between foreground and backgroimd, the two soldiers behind 
the grave look like puppets who have tumbled over, and their distorted 
shapes only ser\-e to throw into relief the serene and majestic calm of 
the transfigured body of Christ. R 




389/730 



216. 'GRUN-EW.\M': Resurrection. From the Isenheim Altar, 1509-11. 
Colmar, Museum 
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217 - CRANACH: The Rest on the Flight to Egypt. 1504. Berlin, 
Deutsches Museum 

A third famous German of Diirer's generation, Lucas Cranach 
(1472-1553), began as a most promising painter. In his youth he spent 
several years in southern Germany and Austria. At the time when Gi¬ 
orgione, who came from the southern foothills of the Alps, discovered 
the beaut}- of romantic scener}-, this young painter was fascinated by 
the charms of the northern foothills with their far vistas and old 
forests. In a painting dated 1504— A the year when Diirer pubhshed his 
prints (Fig. 213 and Fig. 214)—Cranach represented the Holy Family 
on the Flight to Egypt (Fig. 217). They are resting near a spring in a 
wooded moimtain region. It is a charming place in the wilderness with 
shagg}' trees and a wide view down a lovely green valley. Crowds of 
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Httle angels have gathered roimd the Virgin, one is offering berries to 
the Christ-child, another is fetching water in a shell while others have 
settled down to refresh the spirit of the tired refugees with a concert of 
pipes and flutes. 



This poetic invention has preserved 
something of the spirit of Lochner'"; 
h-rical art (p. 206, Fig. 180). 

In his later vears Cranach became 
a rather slick and fashionable court 
painter in Saxony who owed his fame 
mainly to his friendship with Martin 
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Luther. But it seems that his brief 
stay in the Danube region had been 
sufficient to open the eyes of the people 
who lived in the Alpine distrias to the 
beauty of their surroundings. The 
painter Albrecht .\ltdorfer, of Rarisbon 
(14S0 ?-i53S\ went out into the woods 
and mountains to study the shape of 
weather-beaten pines and rocks. Many 
of his water-colours and etchings, and 
at least one of his oil-paintings (Fig. 

218), tell no stor\- and contain no 

human being. This is quite a momentous change. Even the Greeks 
with_ 

all their love of nature had painted landscapes only as settings for their 
pastoral 

scenes (p. 77, Fig. 70). In the Middle Ages a painting which did not 
clearly 
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illustrate a theme, sacred or profane, was almost inconceivable. Only 
when the 

painter's skill as such began to interest people was it possible for him 
to sell a 

painting which ser\"ed no other purpose but that of recording his 
enjo\Tnent of a beautiful piece of scener\\ 

The Netherlands, at this great time of 

the first decades of the sixteenth centvuy, 

produced not as many outstanding masters 

as they had done during the fifteenth 

centur}', when masters hke Jan van Eyck 

i\ *A ■ - A W A A y ra (p. 170), Rogier van der Weyden (p. 199) 

A ■» BL . A A LA .K A jjj Hugo van der Goes (p. 201) were 

famous throughout Eiurope. Those artists, at least, who strove to ab¬ 
sorb the New Learning as Diirer had done in Germany were often torn 
bet%veen their loyalties to old methods and their love for the new. 

:i>. altdorfer: Landscape. About 1532. Munich, Alte Pinakothek 
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219. '.M.\BUSE': St. Luke painting the Virgin. About 1515. Prague, 
Rudolphinum 

Fig. 219 shows a characteristic example by the painter Jan Gossaert, 
called Mabuse (1478 P-I535 ?). According to the legend, St. Luke the 
Evangelist was a painter by profession, and thus he is represented here 
making a portrait of the Virgin and her Child. The way in which Mab¬ 
use painted these figures is quite in accordance with the traditions of 
Jan van Eyck and his followers, but the setting is quite different. It 
seems that he wanted to show off his knowledge of the Italian achieve¬ 
ments, his skill in scientific perspective, his familiarity with classical 
architecture, and his mastery of light and shade. The result is a picture 
which certainly has great charm but which lacks the simple harmony 
of both its northern and Italian models. One wonders why St. Luke 
found no more suitable place in which to draw the Madonna than this 
ostentatious but presumably draughty palace courtyard. 

Thus it came that the greatest Dutch artist of the period is not to be 
found among the adherents of the New Style but among those who, 
like Griinewald in Germany, refused to be drawn into the modern 
movement from the south. In the Dutch town of Hertogenbosch there 
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lived such a painter who was called Hieronymus Bosch. Very httle is 
known about his personality. We do not know how old he was when he 
died in 1516, but he must have been over fifty at least since he was an 
established master in 1488. Like Griinewald, Bosch showed that the 
traditions and achievements of painting which had been developed to 
represent reaUty most convincingly could be turned round, as it were, 
to give us an equally plausible picture of things no human eye had 
seen. He became famous for his terrifying representations 
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220. BOSCH: Hell. Right wing of a triptych. About 1510. Madrid, 
Prado 
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221. Detail of Fig. 220 

Of heU and its inmates. Perhaps it is no accident that the gloomy King 
PhiHp II of Spam had a special predilection for these cruel fantasies. 
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Fig. 220 shows a wing from one of the triptychs he bought and which 
is therefore stiU m Spam. 
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There we see horror piled upon horror, fires and torments and all 
manner of fearful demons, half animal, half human or half machine, 
who plague and pimish the poor sinful souls for all eternity. For the 
first and perhaps for the only time an artist had succeeded in giving 
concrete and tangible shape to the fears which had haunted the minds 
of man in the Middle Ages. It was an achievement which was perhaps 
only possible at this very moment of time when the old ideas were still 
vigorous while the modern spirit had provided the artist with methods 
to represent what he saw. Perhaps Hieronymus Bosch could have writ¬ 
ten on one of his paintings of hell what Jan van Eyck wrote on his 
peaceful scene of the Amolfini's betrothal: T was there'. 



222. The Painter studying the laivs of foreshortening by means of 
threads and 

a frame. Woodcut by durer from the 1525 edition of his text-book 
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on perspective and proportion 

CHAPTER i8 • A CRISIS OF ART Europe, Later Sixteenth Century 



223. Ak Izs.ijin sixteenth-century villa: the Villa Rotoruia near Vi¬ 
cenza. Designed by palladio. 1550 

ROUND about 1520 all lovers of an in the Italian cities seemed to 
agree that painting had reached the peak of perfection. Men such as 
Michelangelo Land Raphael, Titian and Leonardo, had actually done 
even-thing that fonner generations had tried to do. No problem of 
draughtsmanship seemed too difficult for them, no subject-matter too 
comphcated. They had shown how to combine beaut\- and harmony 
with correctness, and had even surpassed—so it was said—the most 
renowned Greek and Roman statues in their masten," of detail. For a 
boy who wanted one day to become a great painter himself, this gener¬ 
al opinion was perhaps not altogether pleasant to listen to. However 
much he may have admired the wonderful works of the great Uving 
masters, he must have wondered whether it was true that nothing re¬ 
mained to be done because everything art could possibly do had been 
achieved. Some appeared to accept this idea as inevitable, and studied 
hard to learn what Michelangelo had learned, and to imitate his 
maimer as best they could. Michelangelo had loved to draw nudes in 
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complicated attitudes —well, if that was the right thing to do, they 
would copy his nudes, and put them into their pictures whether they 
fitted or not. The result was sometimes sUghdy ludicrous—the sacred 
scenes from the Bible were crowded out by what appeared to be a 
training team of young athletes. Later critics, who saw that these 
young painters had gone wTong simply because they imitated the 
manner rather than 

the spirit of Michelangelo’s works, have called the period during which 
that was the fashion the period of Mannerism. But not all young artists 
of that period were so foohsh as to believe that all that was asked of art 
was a collection of nudes in difficult postures. Many, indeed, doubted 
whether art could ever come to a standstill, whether it was not pos¬ 
sible, after all, to surpass the famous masters of the former generation, 
if not in their handling of human forms, then, perhaps, in some other 
respect. Some wanted to outdo them in the matter of invention. They 
wanted to paint pictures full of significance and wisdom—such wis¬ 
dom, indeed, that it should remain obscure, save to the most learned 
scholars. Their works almost resemble picture puzzles which cannot 
be solved save by those who know what the scholars of the time be- 
heved to be the true meaning of Eg}-ptian hieroglyphs, and of many 
half-forgotten ancient WTiters. Others, again, wanted to attract atten¬ 
tion by making their works less natural, less obvious, less simple and 
harmonious than the works of the great masters. These works, they 
seem to have argued, are indeed perfect—but perfection is not for ever 
interesting. Once you are familiar with it, it ceases to excite you. We 
will aim at the startling, the unexpected, the unheard-of. Of course, 
there was something slightly imsoimd in this obsession of the young 
artists with the task of outdoing the classical masters—it led even the 
best among them to strange, sophisticated experiments. But, in a way, 
these frantic efforts to go one better were the greatest tribute they 
could pay to the older artists. Had not Leonardo himself said: 'A 
wretched pupil who does not surpass his master'? To some extent, the 
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great 'classical' artists had themselves begxm and encouraged new and 
unfamiliar experiments; their ver}- fame, and the credit they enjoyed 
in their later years, had enabled them to try out new, unorthodox ef¬ 
fects in arrangement or colouring, and to explore new possibilities of 
art. Michelangelo in particular had occasionally shown a bold disreg¬ 
ard for all conventions— nowhere more than in architecture, where he 
sometimes abandoned the sacrosanct rules of classical tradition to 
follow his own moods and whims. To some extent, it was he himself 
who accustomed the pubhc to admire an artist's 'caprices' and 'inven¬ 
tions', and who set the example of a genius not satisfied with the 
matchless perfection of his own early masterpieces, but constantly and 
restlessly searching for new methods and modes of expression. 

It was only natural that young artists should regard this as a Hcence to 
startle the pubhc with their own 'original' inventions. Their efforts res¬ 
ulted in some amusing pieces of design. The window in form of a face 
(Fig. 224), designed by an architect and painter, F. Zuccari (i530?- 
i6o9), gives a good idea of this t}-pe of caprice. 

Other architects, again, were more intent on displaying their great 
learning and their knowledge of classical authors in which they did, in 
fact, surpass the masters of Bramante’s generation. The greatest and 
most learned of these was the architect Andrea Palladio (1518-80). Fig. 
223 shows his famous Villa Rotonda or roimd 

villa near \'icenza. In a way, it, too, is a 'caprice', for it has four identic¬ 
al sides, each with a porch in form of a temple facade, grouped round a 
central hall which recalls the Roman Pantheon [p. 80, Fig. "3 . 
However beautiful the combination may be, it is hardly a building 
which one would like to hve in. The search for novelt\' and effect has 
interfered with the ordinary-purpose of building. 
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A tj'pical artist of this period was the Florentine sculptor and gold¬ 
smith Benvenuto Cellini (1500-71). CeUini has described his own Ufe 
in a famous book which gives an immensely colourful and vivid pic¬ 
ture of his age. He was boastfiil, ruthless and vain, but it is hard to be 
cross with him because he tells his stor}- of his adventures and ex¬ 
ploits with such gusto that you think you are reading a novel by Du¬ 
mas. In his vanit}" and conceit and in his restlessness which drove him 
from town to town and from court to court, picking quarrels and earn¬ 
ing laurels, Cellini is a real product of his time. For him to be an 
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II indcns from thePcilazzo Zuccariin Rome. Designed by F. Zuccari. 
1592 
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22>. CELLINI; 5j.: 1 1 - -., IJ jrij A namel on a base of ebony. 

Made for Francis I of France in 1543. Vienna, Kunsthistorisches 
Museum 

artist was no longer to be a respectable and sedate owner of a work¬ 
shop: it was to be a 'virtuoso' for whose favour princes and cardinals 
should compete. One of the few works by his hand which has come 
down to us is a golden salt-cellar, made for the King of France in 1543 
(Fig. 225). Cellini tells us the stor}- in great detail. We hear how he 
snubbed two famous scholars who ventured to suggest a subjea to 
him, how he made a model in wax of his own invention representing 
the Earth and the Sea. To show how the Earth and the Sea interpenet¬ 
rate he made the legs of the tw A o figures interlock. 'The Sea, fashioned 
as a man, held a finely wrought ship which could hold enough salt, be¬ 
neath I had put four sea-horses and I had given the figure a trident. 
The Earth I fashioned as a fair woman, as graceful as I could do it. 
Beside her I placed a richly-decorated temple to hold the pepper ? But 
all this subtle invention makes less interesting reading than the stor}' 
of how Cellini carried the gold from the Ring's treasurer and was 
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attacked by four bandits all of whom he put to flight single-handed. To 
some of us the smooth elegance of Cellini's figures may look a little 
over-elaborate and aflfeaed. Perhaps it is a consolation to know that 
their master had enough of that healthy robustness which his work 
seems to lack. 

CeUini's outlook is tj'pical of restless and hectic attempts of the period 
to create 

something more interesting and unusual than former generations had 
done. We find the same spirit in the paintings of one of Correggio's fol¬ 
lowers, Parmigianino (1503-40). I can well imagine that some may 
find his Madonna (Fig. 226) rather disgusting because of the affecta¬ 
tion and sophistication with which a sacred subject is treated. There is 
nothing in it of the ease and simphcit A - with which Raphael had 
treated that ancient theme. The picture is called the 'Madonna with 
the long neck' because the painter, in his eagerness to make the Holy 
Virgin look graceful and elegant, has given her a neck like that of a 
swan. Fie has stretched and lengthened the proportions of the human 
body in a strangely capricious way. The hand of the Virgin with her 
long delicate fingers, the long leg of the angel in the fore- 

226. PARMiGiAN-iKo: The Madonna -a-iih ground, the lean, haggard 
prophet with a i A /o« A n«c*. Begun in 1532, left incomplete poll of 
parchment—we See them all as 

at the artist's death in 1540., >• 

Florence, Palazzo Pitti through a distorting muTor. And yet there 
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can be no doubt that the artist achieved this effect through neither ig¬ 
norance nor indifference. He has taken great care to show us that he 
liked these unnaturally elongated forms, for, to make doubly sure of 
his effect, he placed an oddly shaped highcolumnofequallyunusualpro- 
portions in the background of the painting. As for the arrangement of 
the picture, he also showed us that he did not believe in conventional 
harmonies. Instead of distributing his figures in equal pairs on both 
sides of the Madonna, he crammed a jostling crowd of angels into a 
narrow corner, and left the other side wide open to show the tall figure 
of the prophet, so reduced in size through the distance, that he hardly 
reaches the Madonna's knee. There can be no doubt, then, that if this 
be madness there is a method in it. The painter wanted to be unortho¬ 
dox. He wanted to show that the classical solution of perfect harmony 
is not the only solution conceivable: that natural simplicity is one way 
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of achieving beauty, but that there are less direct ways of getting inter¬ 
esting effects for sophisticated lovers of art. Whether we hke or dislike 
the road he took, we must admit that he was consistent. Indeed, Par¬ 
migianino and all the artists of his time who deliberately sought to cre¬ 
ate something new and unexpected, even at the expense of the 
'natural' beauty established by the great masters, were perhaps the 
first 'modern' artists. We shall see, indeed, that what is now called 
'modern' art may have had its roots in a similar urge to avoid the obvi¬ 
ous and achieve effects which differ from conventional natural beauty. 

o±er artists of this strange period, in the shadow of the giants of art, 
were less despairing of surpassing them by ordinary standards of skill 
and virtuosity. W’e may not agree with all they did, but here, too, we 
are forced to admit that some of their efforts are startling enough. A 
typical example is the statue of Mercury, the messenger of the gods, by 
a French sculptor, Jean de Boulogne (1529-1608), whom the Itahans 
called Giovanni da Bologna (Fig. 227). He had set himself the task of 
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227. GIOVANNI DA BOLOGNA; Meicitry. 
Bronze statue made in 1567. 

Florence, Bargello 
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228. TINTORtTTo: 'J'lif Finding o) St. Mark's Reiiuins. Painted about 
1562. 

Milan, Brera 

achieving the impossible—a statue which overcomes the weight of 
dead matter and which creates the sensation of a rapid flight through 
the air. And to a certain extent he was successful. Only with a tip of his 
toe does his famous Hermes touch the ground—rather, not the 
ground, hut a gush of air which comes out of the mouth of a mask rep¬ 
resenting the South Wind. The whole statue is so carefully balanced 
that it really seems to hover in the air—almost to speed through it, 
with swiftness and grace. Perhaps a classical sculptor, or even 
Michelangelo, might have found such an effect unbecoming to a statue 
which should remind one of the heavy block of matter out of which it 
was shaped—but Giovanni da Bologna, not less than Parmigianino, 
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preferred to defy these well-estabhshed rules and to show what sur¬ 
prising effects could be achieved. 

Perhaps the greatest of all these masters of the latter part of the six¬ 
teenth century Uved in Venice. He was called Jacopo Robusti, nick¬ 
named Tintoretto (1518-94). He too had tired of the simple beauty in 
forms and colours which Titian had shown to the Venetians—but his 
discontent must have been more than a mere desire to accomphsh the 
unusual. He seems to have felt that, however incomparable Titian 

was as a painter of beauty, his pictures tended to be more pleasing 
than moving: that they were not suffidendy esdring to make the great 
stories of the Bible and the sacxed legends live for us. Whether he was 
right in this or not, he must, at any rate, have been resolved to XS31 
these stories in a different way, to make the spectator feel the thrill 
and tense drama of the events he painted. Fig. 22S shows that he did 
indeed succeed in making his pictures unusual and captivating. At first 
glance this p ainting looks confiised and confusing. Instead of a dear 
arrangement of the main figures in the plane of the picture, such as 
Raphad had achieved, we look into the depths of a strange vault. There 
is a tall man with a halo at the left comer, raising his arm as if to stop 
something that is happoiing—and if we follow his gesture we can see 
that he is concerned with what is going on high up under the roof of 
the vault on the other side of the picture. There are two men about to 
lower a dead body from a tomb—they have lifted its lid—and a third 
man in a turban is hdping them, while a nobleman in the background 
with a torch is trying to read the inscription on another tomb. These 
men are evidendy plundering a catacomb. One of the bodies is 
stretched out on a carpet in strange foreshortening, while a dignified 
old man in a gorgeous costume kneels beside it and looks at it. In the 
ri A t comer there is a group of men and women, apparendy frightened 
and looking with astonishment at the saint— A for a saint the figure 
with the halo must be. If we look more dosely we see that he carries a 
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book—he is St. Aiark the Evangelist, the patron saint of Venice—whidi 
reminds us that the dignified old man wears the robe of a Venetian r 
’X A -.it:- happening ? Why is a Doge assisting in body-snatching ? The 
picture r-jT:-:-:!"_; ::ie ;:ory of how the relics of St. Mark were brou A t 
from Alexandria (the town of the 'infidd' Mohammedans) to Venice, 
where the famous shrine of the church of St. Mark was built to house 
them. The story goes that St. Mark had been bishop at Alexandria and 
had been buried in one of the catacombs there. When the Venetian 
party had broken into the catacomb on their strange but pious errand 
of finding the body of the saint, they did not know which of the many 
tombs contained the treasured rehc But when they foimd the right 
one, St. Mark suddenly appeared and revealed the remains of his 
earthly existence. That is the moment which Tintoretto sdected. The 
saint commands the men not to continue searching the tombs, while 
the Doge kneels in veneration looking at the miraculously preserved 
body of the saint lying on the carpet, bathed in light, and the group of 
people on the right shrink back in awe and terror at the sudden appar¬ 
ition. No doubt the whole picture must have strud: contemporaries as 
eccentric and imortho-dox. They may have been rather shocked by the 
Hashing contrasts of light and shade, of nearness and distance, by the 
lack of harmony in gestures and movements. Even in his colour 
schemes Timoretto abandoned the mellow beauty of Giorgione's and 
Titian's earlier works. His painting of St. Georges fight with the 
dragon, in London vTig. 241), shows how the weird light and the 
broken tones add to the 

feeling of tension and excitement. A X'e feel the drama has just reached 
its climax. The princess seems to be rushing right out of the picture to¬ 
wards us while the hero is removed, against all rules, far into the back¬ 
ground of the scene. 

Vasari, a great Florentine critic and biographer of the period, wrote of 
Tintoretto that 'had he not abandoned the beaten track but rather 
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followed the beautiful st}le of his predecessors, he would have become 
one of the greatest painters seen in Venice'. As it was, Vasari thought 
his work was marred by careless execution and eccentric taste. He was 
puzzled by the lack of 'finish' Tintoretto gave his work. 'His sketches’, 
he says, 'are so crude that his pencil strokes show more force than 
judgement and seem to have been made by chance.' It is a reproach 
which from that time onward has often been made against modem 
artists. Perhaps this is not altogether surprising, for these great 
iimovators in art have often concentrated on the essential things and 
refused to worry about technical perfection in the usual sense. In peri¬ 
ods like that of Tintoretto's, technical excellence had reached such a 
high standard that anyone with some mechanical aptitude could mas¬ 
ter some of its tricks. A man like Tintoretto wanted to show things in a 
new light, he wanted to explore new ways of representing the legends 
and myths of the past. He considered his painting complete when he 
had conveyed his vision of the legendary scene. A smooth and careful 
finish did not interest him, for it did not serve his purpose. On the 
contrary'—it might have distracted our attention from the dramatic 
happenings of the picture. So he left it at that, and left people 
wondering. 

No one in the sixteenth centur}' took these methods further than a 
painter from the Greek island of Crete, with the strange name of Do¬ 
menico Theotocopoulos (1541 ?-i6i4) who was called 'the Greek' (El 
Greco) for short. He had come to Venice from a remote part of the 
world which had not developed any new kind of art since the Middle 
Ages. In his homeland, he must have been used to seeing the images of 
saints in the ancient Byzantine manner—solemn, rigid and remote 
from any semblance of natural appearance. Not being trained to look 
at pictures for their correct design, he found nothing shocking in 
Tintoretto’s art, but much that was fascinating. For he, too, it seems, 
was a passionate and devout man, and he felt an urge to tell the sacred 
stories in a new and stirring manner. After his stay in Venice he settled 
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in a distant part of Europe—in Toledo, Spain, where again he was not 
likely to be disturbed and harried by critics asking for correct and nat¬ 
ural design— for in Spain, too, the medieval ideas on art still lingered 
on. This may explain why El Greco's art surpasses even Tintoretto's in 
its bold disregard of natural forms and colours, and in its stirring and 
dramatic visions. Fig. 229 is one of his most startling and exciting pic¬ 
tures. It represents a passage from the revelation of St. John, and it is 
St. John himself we see on one side of the picture in visionary- rap¬ 
ture, looking towards Heaven and raising his arms in a prophetic 
gesture. 
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229. EL GRECO: The Opening of the Fifth Seal. About 1610. Formerly 
Zumaya, Zuloaga Collection 
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The passage is the one in the Revelation in which the Lamb summons 
St. John to 'Come and see' the opening of the seven seals. 'And when 
he had ojjened the fifth seal, I saw under the Altar the souls of them 
that were slain for the word of God, and for the testimony which they 
held: And they cried with a loud voice, sajing "How long, O Lord, holy 
and true, dost thou not judge and avenge our blood on them that dwell 
on the earth ?" And white robes were given unto every one of them' 
(Rev. vi. 9-11). The nude figures, with their excited gestures, are there¬ 
fore the mart}TS who rise from their graves and call to Heaven for re¬ 
venge, and stretch out their hands to receive the heavenly gift of white 
robes. Surely no exact and accurate drawing could ever have expressed 
that terrible vision of doomsday, when the very saints call for the de¬ 
struction of this world, with such an imcaimy and convincing force. It 
is not difficult to see that El Greco had learned much from Tintoretto's 
unorthodox method of lopsided composition, and that he had also ad¬ 
opted the mannerism of over-long figures like that of Pannigianino's 
sophisticated Madonna. But we also realize that El Greco had em¬ 
ployed this artistic method with a new purpose. He hved in Spain, 
where rehgion had a mj-stic fer A *ou A found hardly anj-where else. In 
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this atmosphere, the sophisticated art of 'Mannerism' lost much of its 
character of an art for connoisseurs. Though his work strikes us as in¬ 
credibly 'modem' (Fig. 242) his contemporaries in Spain do not seem 
to have raised any objections such as Vasari did to Tintoretto's works. 
His studio was always fully employed. He seems to have engaged a 
number of assistants to cope with the many orders he received, and 
that may explain why not all the works that bear his name are equally 
good. It was only a generation later that people began to criticize his 
unnatural forms and colours, and to regard his picttires as something 
like a bad joke; and only a generation ago, when modem artists had 
taught us not to apply the same standards of 'correctness' to all works 
of art, was El Greco’s art rediscovered and tmderstood. In the north¬ 
ern countries, in Germany, Holland and England, artists were con¬ 
fronted with a much more real crisis than their colleagues in Italy and 
Spain. For these southerners had only to deal with the problem of how 
to paint in a new and startling manner. In the north the question soon 
became whether painting could and should continue at all. This great 
crisis was brought about by the Reformation. Many Protestants ob- 
jeaed to pictures or statues of saints in churches and regarded them as 
a sign of popish idolatry-. Thus the painters in Protestant regions lost 
±eir best source of income, the painting of altar-panels. The stricter 
among the Calvinists even objected to other kinds of luxun,' such as 
gay decorations of houses and even where these were permined in the- 
or}- the climate and the st}-le of buildings was usually unsuited to 
large fresco decorations such as Itahan nobles commissioned for their 
palaces. All that remained as a source of regular income for artists was 
book illustration and portrait painting, and it was doubtful whether 
these would sufl&ce to make a Uving. 

We can witness the effect of this crisis in the career of the greatest Ger¬ 
man painter of this generation, m the life of Hans Holbein the 
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Younger (i 497-1543). Holbein was twent)'-six years yoimger than 
Diirer and only three years older than Cellini. He was bom in Augs¬ 
burg, a rich merchant city with close trade relations with Italy; he soon 
moved to Basle, a renowned centre of the New Learning. 

230. HOLBEIN: Anne Cresacre, Sir Thomas 

Move's daughter-in-lav). Drawing made in 

1528. Windsor Castle 
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Darmstadt, Castle 

The knowledge which Diirer strove for so passionately throughout his 
Hfe, came thus more naturally to Holbein. Coming from a painter's 
family (his father was a respected master) and being exceedingly alert, 
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he soon absorbed the achievements of both the northern and the Itali¬ 
an artists. He was hardly over thiny when he painted the wonderful 
altar-painting of the Virgin with the family of the burgomaster of Basle 
as donors (Fig. 232). The form was traditional in all countries, and we 
have seen it applied in the Wilton diptych (p. 157, Fig. 143) and 
Titian’s Pesaro Madonna (p. 243, Fig. 202). But Holbein's painting is 
still one of the most perfect examples of its kind. The way in which the 
donors are arranged in seemingly effortless groups on both sides of 
the Virgin whose calm and majestic figure is framed by a niche of clas¬ 
sical forms, reminds us of the most harmonious compositions of the 
Italian Renaissance, of Giovanni BeUini (p. 242, Fig. 201) and Raphael 
(p. 233, Fig. 196). The careful attention to detail on the other hand, 
and a certain indiiference to conventional beauty shows that Holbein 
had learned his trade in the north. He was on his best way to become 
the leading master of the German-speaking countries when the tur¬ 
moil of the Reformation put an end to all such hopes. In 1526 he left 
Switzerland for England with a letter of recommendation from the 
great scholar, Erasmus of Rotterdam. 'The arts here are freezing,’ 
Erasmus wTote commending the painter to his friends, among whom 
was Sir Thomas More. One of Holbein's first jobs in England was to 
prepare a large group portrait of that great scholar's family and some 
detailed studies for this work are still preser\'ed in Windsor Castle 
(Fig. 230). If Holbein had hoped to get away from the turmoil of 

the Reformation he must have been disappointed by later events, but 
when he 

finally settled in England for good and was 
given the official tide of Court Painter by 
Henr\- VIII he had at least found a sphere 
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of activity- which allowed him to Uve and to 

work. He could no longer paint Madonnas, 

but the tasks of a Court Painter were exceedingly manifold. He de¬ 
signed j ewellery 

and fumituj"e, costumes for pageantries 
and decorations for halls, weapons and 
goblets. His main job, however, was t3 
paint portraits of the royal household, and 
it is due to Holbein’s unfailing eye that 
we still have such a vivid picture of the 
men and women of Henr\- VIII's period. 

Fig. 233 shows his portrait of Thomas 
Howard, Duke of Norfolk, the imcle of 


s : 
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233 - HOLBEIN': Thomas Ho-v:ard, Duke of Norfolk. About 1538. 
Windsor Castle 
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234 - NICHOLAS HILLYARDE: Portrait Miniature. 

About 1590. London, Victoria and 
Albert Museum 

Catherine Howard who was Heiin"'s fifth wife, wearing the Order of 
the Garter. There is nothing dramatic in these portraits of Holbein, 
nothing to catch the eye, but the longer we look at them the more do 
they seem to reveal of the sitter's mind and personaht}'. We do not 
doubt for a moment that they are in fact faithful records of what Hol¬ 
bein saw, drawn without fear or favour. The way in which Holbein has 
placed the figure in the picture shows the sure touch of the master. 
Nothing seems left to chance, the whole composition is so perfectly 
balanced that it may easily seem 'obvious' to us. But this was Holbein's 
intention. In his earher portraits he had still sought to display his won¬ 
derful skill in the rendering of details, to characterize a sitter through 
his setting, through the things among which he spent his life (Fig. 
231). The older he got, and the more mature his an became the less did 
he seem in need of any such tricks. He did not want to obtrude himself 
and to divert attention from the sitter. And it is precisely for this mas¬ 
terly restraint that we may admire him most, A 'hen Holbein had left 
the German-speaking coimtries painting there began to decline to a 
frightening extent. And when Holbein died the arts were in a similar 

plight in England. In fact, the only branch of painting there that sur¬ 
vived the Reformation was that of portrait painting which Holbein had 
so firmly estabUshed. Even in this branch the fashions of southern 
.\iannerism made themselves increasingly felt. These ideals of courtly 
refinement and elegance replaced the simpler st\le of Holbein. 

The portrait of a young Elizabethan nobleman 'Fig. 234) gives an idea 
of this new type of portraiture at its best. It is a 'miniature' by the 
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famous English master Nicholas HiUyarde > 1547-1619), a contempor¬ 
ary- of Sidney and Shakespeare. We may indeed think of Sidney's pas¬ 
torals or Shakespeare's comedies when looking at this dainty youth 
who leans languidly against a tree, surrounded by thorny wild roses, 
his right hand pressed against his heart. Perhaps the miniature was in¬ 
tended as the voung man’s gift to the lady he was wooing, for it bears 
the Latin inscription 'Dat poenas laudata hdes', which means roughly, 
'my praised faith procures my pain'. We ought not to ask whether 
these pains were any more real than the painted thorns on the mini¬ 
ature. A young gallant in those days was expected to make a show of 
grief and unrequited love. These signs and these sonnets were ah part 
of a graceful and elaborate game, which nobody took too seriously but 
in which everybody wanted to shine by inventing new variations and 
new refinements. 

If we look at HUlyarde's miniature as an object designed for this game, 
it may no longer strike us as affected and artificial. Let us hope that 
when the maiden received this token of affection in a precious case 
and saw the pitiful pose of her elegant and noble wooer, his 'praised 
faith' had at last its reward. 

There was only one Protestant coimny in Europe where art fuUy sur¬ 
vived the crisis of the Reformation—±at was the Netherlands. There, 
where painting had flourished for so long, artists foimd a way out of 
their predicament; instead ot concentrating on portrait painting alone 
they speciahzed in ah those types ot subject-maner to which the Prot¬ 
estant Church could raise no objections. Since the early days of Van 
Eyck, the artists of the Netherlands had been recognized as perfea 
masters in the imitation of nature. While the Itahans prided them¬ 
selves on being unrivalled in the representation of the beautiful hu¬ 
man figure in motion, they were ready to recognize that, for sheer pa¬ 
tience and accuracy in depicting a flower, a tree, a bam or a flock of 
sheep, the 'Flemings' were apt to outstrip them. It was therefore quite 
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natural that the northern artists, who were no longer needed for the 
painting of altar-panels and other devotional pictures, tried to find a 
market for their recognized speciahties and to paint pictures the main 
object of which was to display their stupendous skill in representing 
the surface of tilings. Specialization was not even quite new to the 
artists of these lands. We remember that Hieronymus Bosch i A p. 262, 
Fig. 220) had made a speciality- of pictures of hell and of demons even 
before the crisis of art. Now, when the scope of painting had become 
more restricted, the painters went further along this road. They tried 
to develop the traditions of 
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235. PIETER BRUEGHEL THE ELDER: A Country Wedding. About 
1565. Vienna, Knnsthistorisches Museum 

northern art which reach back to the time of the Drbleries on the mar¬ 
gin of medieval manuscripts (p. 153, Fig. 140) and to the scenes of real 
life represented in fifteenth-centun,- art fp. 198, Fig. 173). Pictures in 
which the painters deUberately cultivated a cenain branch or kind of 
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subject, particularly scenes from daily life, later became known as 
'genre pictures' {genre being the French word for branch or kind). 

The greatest of the Flemish sixteenth-centun,- masters of 'genre' was 
Pieter Brueghel the Elder (1525 ?-6g). We know httle of his hfe except 
that he had been to Italy, like so many northern artists of his time, and 
that he hved and worked in Antwerp and Brussels where he painted 
most of his pictures in the fifteen-sixties, the decade in which the stem 
Duke of Alva arrived in the Netherlands. 

The 'kind' of painting on which Brueghel concentrated was scenes 
from peasant life. He painted peasants men AA making, feasting and 
working, and so people have come to think of him as one of the Flem¬ 
ish peasants. This is a common mistake which we are apt to make 
about artists. We often are inclined to confuse their work with their 
person. \X'e think of Dickens as a member of Mr. Pickwick's jolly 
circle, or of Jules Verne as a daring inventor and traveller. If Brueghel 
had been a peasant himself he could not have painted them as he did. 
He certainly was a towTosman and his attitude towards the rustic hfe 
of the village was ver\- likely similar to that of Shakespeare for whom 
Quince the Carpenter and Bottom the Weaver were a species of 
'clowns'. It was the ctistom in their time to regard the couniij’ yokel as 
a figure of 
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236. Detail of Fig. 235 

fun. I do not think that either Shakespeare or Brueghel accepted this 
custom out of snobbery but in rustic life human nature was less dis¬ 
guised and covered up with a veneer of artificiality and convention 
than in the life of gentlefolk. Thus, when they wanted to show up the 
folly of humankind they often took low life as their model. One of the 
most perfect of Brueghel's human comedies is his famous picture of a 
country wedding (Fig. 235). Like most pictures, it loses a great deal in 
reproduction: all details become much smaller, and the gay effect of 
the colours is lost. We must therefore look at it with double care. The 
feast takes place in a barn, with straw stacked up high in the 
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background. The bride sits in front of a piece of blue cloth, with a kind 
of crown suspended over her head. She sits quietly, with folded hands 
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237. PIETER BRUEGHEL THE ELDER: The Painter and ihe Buyer. 
Drawing, about 1565. Vienna, Albertina 

and a grin of utter contentment on her stupid face. The old man in the 
chair and the woman beside her are probably her parents, while the 
man farther back, who is so busy gobbling his food with his spoon, 
must be the bridegroom. Most of the people at the table concentrate 
on eating and drinking, and we notice this is only the beginning. In the 
left-hand corner a man pours out beer—a good number of empty jugs 
are still in the basket—while tw'o men with white aprons are carr\-ing 
ten more platefuls of pie or porridge on an improvised tray. One of the 
guests passes the plates to the table. But much more is going on. There 
is the crowd in the background trj'ing to get in; there are the 
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musicians, one of them with a pathetic, forlorn and hungij' look in his 
eyes, as he watches the food being carried past; there are the two out¬ 
siders at the comer of the table, the friar and the magistrate, engrossed 
in their own conversation; and there is the child in the foreground who 
has got hold of a plate, and a feathered cap much too large for its Uttle 
head, and who is completely absorbed in hcking the dehcious food—a 
picture of innocent greed. But what is even more admirable than all 
this wealth of anecdote, wit and obser\'ation, is the way in which 
Brueghel has organized his picture so that it does not look crowded or 
confusing. Tintoretto himself could not have produced a more convin¬ 
cing picture of 

A Crisis of Art 

a crowded space than did Brueghel with his device of the table reced¬ 
ing into the background and the movement of people starting with the 
crowd at the barn door, leading up to the foreground and the scene of 
the food carriers, and back again through the gesture of the man 
serving the table who leads our eyes directly to the small but central 
figure of the grinning bride. 

In these gay, but by no means simple, pictures, Brueghel had dis¬ 
covered a new kingdom for art which the generations of Netherlands 
painters after him were to explore to the full. 

In France the crisis of art took again a different turn. Situated between 
Italy and the northern countries, it was influenced by both. The vigor¬ 
ous tradition of French medieval art was at first threatened by the in¬ 
rush of the Itahanate fashion which French painters found as difficult 
to adopt as did their colleagues in the Netherlands (p. 261, Fig. 219). 
The form in which Itahan art finally was accepted by high society was 
that of the elegant and refined Italian Marmerists of CeUini's type 
(Fig. 225). A 'e can see its influence in the lively rehefs from a fountain 
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by the French sculptor, Jean Goujon (died 1566 ?) (Fig. 238). There is 
something both of Parmigianino's fastidious elegance and of Jean 
Boulogne's virtuosity in these exquisitely graceful figures and the way 
they are fitted into the narrow strips reserved for them. 

A generation later an artist arose in France in whose etchings the 
bizarre inventions of the Italian Mannerists were represented in the 
spirit of Pieter Brueghel: the Lorrainian Jacques Callot (1592-1635). 
Like Tintoreno or even El Greco, he loved to show the most surprising 
combinations of tall, gaunt figures and wide unexpected vistas, but, 
like Brueghel, he used these devices to portray the follies of mankind 
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238. JEAN goljon: \'ymph. From the 
Fontaine des Innocents. Between 1547 
and 1549. Paris, Louvre 
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239 - c allot: 7"E;t> Italian Clozrns. Etching from the series Balli di 
Sfessania. Published 1622 

through scenes from the Hfe of its outcasts, soldiers, cripples, beggars 
and strolling plavers (Fig. 239). But bv the time Callot popijarized 
these extravaganzas in his etchings most painters of his day had 
ttuned their attention to new problems which filled the talk of the stu¬ 
dios in Rome, Antwerp and Madrid. 



240. The 'Mannerist' artistes day-dream: Taddeo Zuccari at work on 
the scaifolding of a palace is being watched with admiration by the 
aged .Michelangelo. TTie goddess of Fame trumpets his triimiph all 
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over the world. Drawing detail) by F. Zuccari. About 1590. Vienna, 
Albertina 
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241- TINTORETTO: Sj. George's fight c-ith the Dragon. Painted about 
1555. London, National Gallery 



2+2- EL GRECO: Por.' A , 

■ b- Horiensio Feiix Boston, Museum of Fine Arts 


. Painted about 1609. 
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CHAPTER 19 • VISION AND VISIONS Catholic Europe, First Half of 
the Seventeenth Century 



243. An early Baroque church: II Gesi'i in Rome. Designed by G 1 
aco.mo della porta. 

About 1575 

THE history of art is sometimes described as the ston,' of a succession 
of various stj A Ies. We hear how the Romanesque or Norman style of 
the twelfth century with its rovmd arches was succeeded by the Gothic 
style with the pointed arch; how the Gothic st}'le was supplanted by 
the Renaissance, which had its beginnings in Italy in the early tilteenth 
centun,- and slowly gained ground in all the coimtries of Europe. The 
st\-le which followed the Renaissance is usually called Baroque. But, 
while it is easy to identify the earlier st A 'les by definite marks of recog¬ 
nition, this is not so simple in the case of Baroque. The fact is that 
from the Renaissance onwards, almost up to our own time, architects 
have used the same basic forms, columns, pilasters, cornices, entabla¬ 
tures and mouldings, all of which were originally borrowed from 
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classical ruins. In a sense, therefore, it is true to say that the Renais¬ 
sance stj'le of building has continued from Brunel-leschi's days to our 
own, and many books on architecture speak of this whole period as 
Renaissance. On the other hand, it is natural that within such a long 
period tastes T 

and fashions in building must have varied considerably, and it is con¬ 
venient to have different labels by which to distinguish these changing 
styles. It is a strange fact that many of these labels which to us are 
simple names of st>'les were originally words of abuse or derision. The 
word 'Gothic' was first used by the Italian art critics of the Renaissance 
to denote the st},'le which they considered barbarous, and which they 
thought had been brought into Italy by the Goths who destroyed the 
Roman Empire and sacked its cities. The word 'Mannerism' still re¬ 
tains for many people its original connotation of affectation and shal¬ 
low imitation, of which critics of the seventeenth century had accused 
the artists of the late sixteenth century. The word 'Baroque' was a term 
employed by critics of a later period who fought against the tendencies 
of the seventeenth centurv', and wanted to hold them up to ridicule. 
Baroque really means absurd or grotesque, and it was used by men 
who insisted that the forms of classical building should never have 
been used or combined except in the ways adopted by the Greeks and 
Romans. To disregard the strict rules of ancient architecture seemed 
to these critics a deplorable lapse of taste—whence they labelled the 
style Baroque. It is not altogether easy for us to appreciate these dis¬ 
tinctions. We have become too accustomed to seeing buildings in our 
cities which defy the rules of classical architecture, or misunderstand 
them altogether. So we have become insensitive in these matters and 
the old quarrels seem very remote from the architectural questions 
which interest us. To us a church fagade like that in Fig. 243 may not 
seem a very exciting thing, because we have seen so many good and 
bad imitations of this t A A pe of building that we hardly turn our heads 
to look at them; but when it was first built in Rome, in 1575, it was a 
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most revolutionary building. It was not just one more church in Rome, 
where there are many churches. It was the church of the newly foun¬ 
ded Order of the Jesuits, on which high hopes were set for the combat¬ 
ing of the Reformation all over Europe. Its ver\' shape was to be on a 
new and unusual plan; the Renaissance idea of round and symmetrical 
church building had been rejected as unsuited to divine service, and a 
new, simple and ingenious plan had been worked out which was to be 
accepted all over Europe. The church should be in the form of a cross, 
topped by a high and stately cupola. In the one large, oblong space, 
known as the nave, the congregation could assemble without 
hindrance, and look towards the main altar. This stood at the end of 
the oblong space, and behind it was the apse which was similar in 
form to that of the early basilicas. To suit the requirements of private 
devotion, and adoration of individual saints, a row of small chapels 
was distributed on either side of the nave each of which had an altar of 
its own, and there were two larger chapels at the ends of the arms of 
the cross. It is a simple and ingenious way of planning a church which 
has since been widely used. It combines the main features of medieval 
churches—their oblong shape, emphasizing the main altar—with the 
achievements of Renaissance-plaiming in which so much stress is 

laid on large and roomy interiors into which the light would stream 
through a majestic cupola. 

The facade of II Gesu was built by the celebrated architect Giacomo 
della Porta (1541 ?-i6o4}. It, too, may seem unexciting to us, because it 
was to ser\e as a model for so many later church facades, but looking 
at it closely, we soon realize that it must have impressed contemporar¬ 
ies as being no less new and ingenious than the interior of the church. 
We see at once that it is composed of the elements of classical archi¬ 
tecture—we find aU the set pieces together: columns 'or rather, half¬ 
columns and pilasters' canying an 'architrave' crowned by a high 'attic' 
which, in turn, carries the upper storey. Even the distribution of these 
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set pieces employs some features of classical architecture: the large 
middle entrance, framed by colimms and flanked by two smaller en¬ 
trances, recalls the scheme of triumphal arches (p. 177, Fig. 158"; 
which became as firmly implanted in the architects" mind as the major 
chord in the mind of musicians. There is nothing in this simple and 
majestic facade to suggest dehberate defiance of the classical rules for 
the sake of sophisticated caprices. But the way in which the classical 
elements are fused into a panem shows that Roman and Greek, and 
even Renaissance rules have been left behind. The most striking fea¬ 
ture in this facade is that each column or pilaster is doubled, as if to 
give the whole structure greater richness, greater variety and solem- 
nit}". The second trait we notice is the care which the artist has taken 
to avoid repetition and monotony and to arrange the parts so as to 
form a climax in the centre where the main entrance is emphasized by 
a double frame. If we turn back to earUer buildings composed of simil¬ 
ar elements, we immediately see the great change in character. 
Brunelleschi's 'Capella Pazzi' (p. 161, Fig. 147) looks infinitely Ught 
and gracefiil by comparison, in its wonderful simphcit\-, and 
Bramante's 'Tempieno' p. 209, Fig. i83 a almost austere in its clear 
and straightforward arrangements. Even the rich complexities of 
Sansovino's ’Library" jp. 237, Fig. 199) appear simple by comparison, 
because there the same pattern is repeated again and again. If you 
have seen a part of it, you have seen it aU. In Porta s facade of the first 
Jesuit church even.Thing depends on the eflFect given by the whole. It 
is all fused together into one large and complex panem. Perhaps the 
most characteristic trait in this respect is the care the architect has 
taken to connect the upper and the lower storeys. He has used a form 
of volutes which has no place at all in classical architecture. We need 
only imagine a form of this kind somewhere on a Greek temple or a 
Roman theatre to realize how utterly out of place it would seem. In 
fact, it is these curves and scrolls that have been responsible for much 
of the censure showered on Baroque builders by the upholders of pure 
classical tradition. But if we cover the offending ornaments with a 




437/730 


piece of paper and try to visualize the building without them, we must 
admit that they are not merely ornamental. Without them the building 
woutld 'fall apan'. They help to give it that essential coherence and 
xmity 

which was the aim of the artist. In the course of time. Baroque archi¬ 
tects had to use ever more bold and unusual devices to achieve the es¬ 
sential unit\- of a large pattern. Seen in isolation these devices often 
look puzzling enough, but in all good buildings they are essential to 
the architect's purpose. 

The development of painting out of the deadlock of Mannerism into a 
st\-le far richer in possibilities than that of the earher great masters, 
was in some respects similar to that of Baroque architecture. In the 
great paintings of Tintoretto and of El Greco we have seen the growth 
of some ideas which gained increasing importance in the art of the 
seventeentii centim-: the emphasis on hght and colour, the disregard 
of simple balance, and the preference for more comphcated composi¬ 
tions. Nevertheless, seventeenth-centun,- painting is not just a con¬ 
tinuation of the Mannerist st}le. At least people at the time did not feel 
it to be so. They felt that art had got into a rather dangerous rut and 
must be got out of it. People liked talking about art in those days. In 
Rome, in particular, there were cultured gentiemen who enjoyed dis¬ 
cussions on the various 'movements' among the artists of their time, 
who Kked to compare them with older masters, and to take sides in 
their quarrels and intrigues. Such discussions were in themselves 
something rather new in the world of art. They had begun in the six¬ 
teenth centun,- with such questions as whether painting was better 
than sculpture, or whether design was more imponant than colour or 
vice versa (the Florentines backing design, the Venetians colotu"). 
Now, their topic «vas different: they talked about two artists who had 
come to Rome from northern Italy and whose methods seemed to 
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them utterly opposed. One was Annibale Carracci (1560-1609) from 
Bologna, the other Michelangelo da Caravaggio 1565 ?-i6io) 

from a httie place near Milan. Both these artists seemed tired of Man¬ 
nerism. But the ways in which they overcame its sophistications were 
very diflFerent. Annibale Carracci was a member of a family of paint¬ 
ers who had studied the art of Venice and of Correggio. On his arrival 
in Rome, he feU under the spell of Raphael's works which he greatiy 
admired. He aimed at recapturing something of their simplicity- and 
beaut}' instead of deliberately contradicting them, as the Mannerists 
had done. Later critics have attributed to him the intention of imitat¬ 
ing the 244. ANNIBALE CARRACCI: The Virgin mourning best in all 
the great painters of the past. 

Christ. Altar-painting, ,- A bout 1605. Naples, i-,,, 1 

National Museum A A IS imlikely that he ever formulated a 
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245 - CARAVAGGIO: DtHibtu A Tlkmu 

piogiainme of this kmd (which is called 'eclectic';. That was done later, 
in the academies or an schools which took his work as a modeL Car¬ 
racci himself was too much of a real artist to adopt such a foolish idea. 
But the battle-cry of his pam' among the diques of Rome was the cul¬ 
tivation of classical beauty. We can see his intention in the altar-pic¬ 
ture of the Holy Virgin mourning over the dead body of Christ Tig. 
244'. We need only think back to Grunewald's tormented body of 
Christ to realize how careful Aimibale Carracci was not to remind us of 
the horrors of death and of the agonies of pain. The picture itself is as 
simple and harmonious in arrangement as that of an early Renais¬ 
sance painter. Nevertheless, we wotild not easily mistake it for a 
Renaissance painting. The way in which the light is made to play over 
the body of the Saviour, the whole appeal to our emotions, is quite dif¬ 
ferent, is Baroque. It is easy to dismiss such a picture as sentimental, 
but we must not forget the purpose for which it was made. It is an 
altar-painting, meant to be contemplated in prayer and devotion with 
candles burning before it. 
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Whatever we may feel about Carracci's methods, Caravaggio and his 
partisans certainly did not think highly of them. The two painters, it is 
true, were on the best of terms—which was no easy maner in the case 
of Carava A o, for he %vas of a wild and irascible temper, quick to take 
offence, and e%en to nm a dagger through a man. But his work was on 
different lines from Carracci's. To be afraid of ugliness seemed to 
Caravaggio a contemptible weakness. What he wanted was truth. 
Truth as he saw it. He had no liking for classical models, nor any re¬ 
spect for 'ideal beaut}'. He wanted to do away with convention and to 
think about art afresh. Some people 

thought he was mainly out to shock the public; that he had no respea 
for any kind of beauty or tradition. He was one of the first painters at 
whom these accusations were levelled; after his time nearly every 
modern movement in art had to face similar complaints. In point of 
fact, Caravaggio was far too great and serious an artist to friner away 
his time in tr\-ing to cause a sensation. \X'hile the critics argued, he 
was busy at work. And his work has lost nothing of its boldness in the 
three centuries and more since he did it. Consider his painting of St. 
Thomas (Fig. 245): the three apostles staring at Jesus, one of them 
poking with his finger into the wound in His side, look unconventional 
enough. One can imagine that such a painting struck devout people as 
being irreverent and even outrageous. They were accustomed to seeing 
the apostles as dignified figures draped in beautiful folds— here they 
looked Hke common labourers, with weathered faces and wrinkled 
brows. But, Caravaggio would have answered, they -cvere old labour¬ 
ers, common people— and as to the unseemly gesture of Doubting 
Thomas, the Bible is quite expHcit about it. Jesus says to him: 'Reach 
hither thy hand and thrust it into my side: and be not faithless but be- 
heving' (St. John xx. 27). 

Caravggio"s 'naturalism', that is, his intention to copy nature faith¬ 
fully, whether we Think it ugly or beautiful, was perhaps more devout 
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than Carracci's emphasis on beauty. Caravaggio must have read the 
Bible again and again, and pondered its words. He was one of the 
great artists, like Giono and Diirer before him, who wanted to see the 
holy events before his own eyes as if they had been happening in his 
neighbour's house. And he did ever A thing possible to make the figures 
of the ancient texts look more real and tangible. Even his way of 
handhng Hght and shade help to this end. His hght does not make the 
body look graceful and soft: it is harsh and almost glaring in its con¬ 
trast to the deep shadows. But it makes the whole strange scene stand 
out with an uncompromising honesty which few of his contemporaries 
could appreciate, but which had a decisive effect on later artists. 

Neither Annibale Carracci nor Caravaggio is now usually reckoned 
among the most famous masters; they fell out of fashion in the nine¬ 
teenth centur}-, though they are coming into their own again. But the 
impulse they both gave to the an of painting can hardly be imagined. 
Both of them worked in Rome, and Rome, at the time, was the centre 
of the civilized world. Artists from all parts of Europe came there, took 
part in the discussions on painting, took sides in the quarrels of the 
cliques, studied the old masters, and retimied to their native countries 
with tales of the latest 'movements’—much as modem artists used to 
do with regard to Paris. According to their national traditions and 
temperaments arusts preferred one or the other of the rival schools in 
Rome, and the greatest of them developed their own personal mediimi 
from what they had learned of these foreign movements. Rome still re¬ 
mains the best vantage point from which to glance at the splendid 
panorama of painting in the countries adhering to Roman 
Cathohcism. 
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246. RENi: The Dawn (Aurora). Fresco, painted 1613, on a ceiling in 
the Palazzo Rospigliosi, Rome 

Of the many Italian masters who developed their style in Rome, the 
most famous was probably Guido Reni (1575-1642), a painter from Bo¬ 
logna who after a brief period of hesitation threw in his lot with the 
school of the Carracci. His fame, like that of his master, once stood im¬ 
measurably higher than it happens to stand just now. There was a time 
when his name ranked with that of Raphael, and if we look at Fig. 246 
we may realize why. Reni painted this fresco on the ceiling of a palazzo 
in Rome in 1613. It represents Aurora and the youthful sun-god Apollo 
in his chariot, round which the fair maidens of the Hours (the Horae) 
dance their joyful measure preceded by the torch-bearing child, the 
Morning Star. Such are the grace and beauty of this picture of the radi¬ 
ant rising day that one can understand how it reminded people of 
Raphael and his frescoes in the Farnesina (p. 235, Fig. 197). Reni 
wanted them to think of this great master whom he had set out to 
emulate. If modern critics have often thought less highly of Guido 
Reni's achievements, this may be the reason. They feel, or fear, that 
this very emulation of another master has made Renins work too self- 
conscious, too deliberate in its striving for pure beauty. We need not 
quarrel over these distinctions. It is no doubt true that Reni differed 
from Raphael in his whole approach. With Raphael, we feel that the 
sense of beauty and serenity flowed naturally from his whole nature 
and art; with Reni we feel that he chose to paint like this as a matter of 
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principle, and that if perchance Caravaggio's disciples had convinced 
him that he was wrong, he could have adopted a different style. But it 
was not Reni's fault that these matters of principle had been brought 
up and had permeated the minds and the conversation of the painters. 
In fact, it was no one's fault. Art had been developed to such a point 
that artists were inevitably conscious of the choice of methods before 
them. And once we accept this, we are free to admire the way in which 
Reni carried out his programme of beauty, how he deliberately dis¬ 
carded anything in nature that he considered low and ugly or unsuit¬ 
able for his lofty ideas, and how his quest for forms more perfect and 



247. 1 ’OUSSIN: '£; in Arcadia ego’. About 1638, Paris, Louvre 

more ideal than reality were rewarded with success. It was Annibale 
Carracci, Reni and his followers, who formulated the programme of 
idealizing, of 'beautifying' nature, according to the standards set by the 
classical statues. We call it the neo-classical or 'academic' programme 
as distinct from classical art which is not bound up with any pro¬ 
gramme at all. The disputes over it are not Hkely to cease so soon, but 
no one denies that among its champions have been great masters who 
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gave us a glimpse of a world of purity and beauty without which we 
would be the poorer. The greatest of the 'academic' masters was the 
Frenchman Nicolas Poussin (1594-1665), who made Rome his adopted 
home town. Poussin studied the classical statues with passionate zeal, 
because he wanted their beauty to help him convey his vision of by¬ 
gone lands of innocence and dignity. Fig. 247 represents one of the 
most famous results of these unremitting studies. It shows a calm 
sunny southern landscape. Beautiful young men and a fair and digni¬ 
fied young woman have gathered round a large tomb of stone. One of 
the shepherds—for shepherds they are, as we see by their wreaths and 
their shepherds' staffs—has knelt down to try to decipher the inscrip¬ 
tion on the tomb, a second one points towards it while he looks at the 
fair shepherdess who, like her companion opposite, stands in silent 
melancholy. It is inscribed in Latin and it says 'Et in Arcadia ego' 
(Even in Arcady I am): I, Death, reign even in the idyllic dreamland of 
the pastorals, in Arcady. Now we understand the wonderful gesture of 
awe and contemplation with which the framing figures gaze at the 
tomb, and we admire even more the beauty with 
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24S. CLAUDE LORRAIK: Landscape zfith the Rest on the Flight to 
Egypt. Painted in 1661. 

Leningrad, Hermitage 

which the reading figures answer each other's movements. The ar¬ 
rangement seems simple enough but it is a simpHcit}' bom of im¬ 
mense artistic knowledge. Only such knowledge could evoke this nos¬ 
talgic vision of calm repose in which death has lost its terror. 

It is for the same mood of nostalgic beauty that the works of another 
Itahanized Frenchman became famous. He was Qaude Lorrain 
(1600-82), some seven years younger than Poussin. Lorrain studied 
the landscape of the Roman Campagna, the plains and hills round 
Rome with their lovely southern hues and their majestic reminders of 
a great past. Like Poussin, he showed in his sketches that he was a per¬ 
fect master of realistic representation of nature, and his studies of 
trees are a joy to look at. But for his finished pictures and etchings, he 
seleaed only such motifs as he considered worthy of a place in a 
dreamlike vision of the past, and he dipped it all in a golden hght or a 
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silvery air which appear to transfigure the whole scene (Fig. 248). It 
was Qaude who first opened people's eyes to the sublime beauty of 
nature, and for nearly a centtiry after his death travellers used to judge 
a piece of real scenery according to his standards. If it reminded them 
of his visions, they called it lovely and sat down to picnic there. Rich 
Enghshmen went even farther and decided to model the piece of 
nature they called their own, in their parks on their estates, on 
Claude’s dreams of beauty. In this way, many a piece of the lovely 
Enghsh coimtryside should really bear the signature of the French 
painter who settled in Italy and made the programme of the Carracci 
his own. 

The one northern artist to come most directly into contact with the 
Roman atmosphere of Carraccis and Caravaggios days was a genera¬ 
tion older than Poussin and Qaude, and about as old as Guido Reni. It 
was the Fleming Peter Paul Rubens (1577-1640), who came to Rome in 
1600 when he was twenn.-three years old— perhaps the most impres¬ 
sionable age. He must have listened to many heated discussions on 
art, and studied a great number of new and older works, not only in 
Rome, but also in Genoa and Mantua (where he stayed for some time). 
He listened and learned with keen interest, but does not seem to have 
joined any of the 'movements' or groups. In his heart he remained a 
Flemish artist—an artist from the countn,' where Van Eyck and Rogier 
van der Weyden and Brueghel had worked. These painters from the 
Netherlands had always been most interested in the variegated sur¬ 
faces of things; they had tried to use all artistic means known to them 
to express the texture of cloth and Hving flesh, in shon to paint as 
faithfully as possible everything the eye could see. They had not 
troubled about the standards of beaut}-so sacred to their Itahan 
colleagues, and they had not even always shown much concern for 
dignified subjects. It was in this tradition that Rubens had grown up, 
and all his admiration for the new art that was developing in Italy does 
not seem to have shaken his fundamental behef that a painter" s 
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business was to paint the world aroimd him; to paint what he Hked, to 
make us feel that he enjoyed the manifold hving beaut}- of things. To 
such an approach there was nothing contradictor}- in Caravaggio's 
and Carracci's art. Rubens admired the way in which Carracci and his 
school revived the painting of classical stories and m}ths and arranged 
impressive altar-panels for the edification of the faithful; but he also 
admired the uncompromising sincerity with which Caravaggio studied 
nature. 

When Rubens returned to Antwerp in 1608 he was a man of thirty- 
one, who had learned everything there was to be learned; he had ac¬ 
quired such facility in handling brush and colour, figures and 
draper}-, and in arranging large-scale compositions that he had no 
rival north of the Alps. His predecessors in Flanders had mostiy 
painted on a small scale. He had brought from Italy the predilection 
for huge canvases to decorate churches and palaces, and this suited 
the taste of the dignitaries and princes. He had learned the an of ar¬ 
ranging the figures on a vast scale, and of using hght and colours to in¬ 
crease the general effect. Fig. 249, a sketch for the painting over the 
High Altar of an Antwerp church, shows how well he had studied his 
Italian predecessors, and how boldly he developed their ideas. It is 
again the old time-honoured theme of the Holy Virgin surroimded by 
saints, with which artists had grappled at the time of the Wilton dipt}- 
ch p. 157, Fig. 143}, BeUinis 'Madonna' rp. 242, Fig. 201;, or Titian"s 
'Pesaro Madonna' (p. 243, Fig. 202), and it may be worth while to turn 
up these illustrations once more to see the freedom and ease w-ith 
which Rubens handled the ancient task. One thing is clear at the first 
glance: there is more movement, more fight, more space, and there are 
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249 - RUBENS: r.ii Bc:-c:-. A . :: A :. Cj: c-.-.c. Sketch tor a large altar- 
painting. About 1628. Berlin, Kaiser-Friedrich Museum 

more figiires in this painting than in any of the earlier ones. The saints 
are crowding to the loth" throne of the Virgin in a festive throng. In 
the foreground the Bishop St. Augustine, the Mart A T St. Laurence 
with the grill on which he suffered, and the monk St. Nicholas 
ofTolentino, lead the spectator on to their object of worship. St. Ge¬ 
orge with the Dragon, and St. Sebastian with a quiver and arrows, look 
into each other's eyes in fervent emotion, while a warrior—the palm of 
mart\Tdom in his hand—is about to kneel before the throne. A group 
of women, among them a nim, are looking up enraptured to the main 
scene in which a young girl, assisted by a Uttle angel, is falling on her 
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knees to receive a ring from the little Christ-child who is bending to¬ 
wards her from His mother's lap. It is the legend of the betrothal of St. 
Catherine, who saw such a scene in a \-ision and considered herself 
the Bride ot 
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250. RUBENS: Head of j Child probably the artist's eldest daughter 
Clara Serena;. About 1615. Vaduz, Liechtenstein Gallery 

Christ. St. Joseph watches benevolently from behind the throne, and 
St. Peter and St. Paul—one recognizable by the key, the other by the 
sword—stand in deep contemplation. They make an effective contrast 
to the imposing figure of St. John on the other side, standing alone, 
bathed in light, throwing up his arms in ecstatic admiration while tw'o 
charming little angels drag his reluctant lamb up the steps of the 
throne. From the sky another pair of little angels come rushing down 
to hold a wreath of laurels over the Virgin's head. Having looked at the 
details, we must once more consider the whole, and admire the grand 
sweep with which Rubens has contrived to hold all the figures togeth¬ 
er, and to impart to it all an atmosphere of joyful and festive solem¬ 
nity. Small wonder that a master who could plan such vast pictures 
with such sureness of hand and eye soon had more orders for paint¬ 
ings than he could cope with alone. But this did not worry him. 
Rubens was a man of great organizing ability and great personal 
charm; many gifted painters in Flanders were proud to work under his 
direction and thereby to learn from him. If an order for a new picture 
came from one of the churches, or from one of the kings or princes of 
Europe, he would sometimes paint only a small coloured sketch. (Fig. 
249 is such a colour sketch for a large composition.) It would be the 
task of his pupils or assistants to transfer these ideas on to the large 
canvas, and only when they had finished grounding and painting ac¬ 
cording to the master's ideas he might take the brush again and touch 
up a face here and a silken dress there, or smooth out any harsh con¬ 
trasts. He was confident that his brushwork could quickly impart life 
to anything, and he was right. For that was the greatest secret of 
Rubens's art—his magic skill in making anything alive, intensely and 
joyfully alive. We can best gauge and admire this mastery of his in 
some of the simple paintings done for his own amusement. Fig. 250 
shows the head of a little girl, probably Rubens's daughter. There are 
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no tricks of composition here, no splendid robes or streams of light, 
but a simple en face portrait of a child. And yet it seems to breathe and 
palpitate like living flesh. Compared with this, the portraits of earlier 
centuries seem somehow remote and unreal—however great they may 
be as works of art. It is vain to try to analyse how Rubens achieved this 
impression of gay vitality, but it surely had something to do with the 
bold and delicate touches of light with which he indicated the moisture 
of the lips, and the modelling of the face and hair. To an even greater 
degree than Titian before him, he used the brush as his main instru¬ 
ment. His paintings are no longer drawings carefully modelled in col¬ 
our—they are produced by 'painterly' means, and that enhances the 
impression of life and vigour. It was a combination of his unrivalled 
gifts in arranging large colourful compositions, and in infusing them 
with buoyant energy, that secured a fame and success for Rubens such 
as no painter had enjoyed before. His art was so eminently suitable to 
enhance the pomp and splendour of palaces, and to glorify the powers 
of this world, that he enjoyed something like a monopoly in the sphere 
in which he moved. 



251. RUBENS: Allegory on the Blessings of Peace. About 1630. Lxm- 
don, National Gallery 
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It was the time during which the religious and social tensions of 
Europe came to a head in the fearful Thirty Years’ War on the Contin¬ 
ent, and in the Civil War in England. On the one side stood the abso¬ 
lute monarchs and their courts, most of them supported by the Cathol¬ 
ic Church—on the other the rising merchant cities, most of them Prot¬ 
estant. The Netherlands themselves were divided into Protestant Hol¬ 
land which resisted Spanish ’Cathohc' domination, and Catholic 
Flanders, ruled from Antwerp under Spanish allegiance. It was as the 
painter of the Catholic camp that Rubens rose to his unique position. 
He accepted commissions from the Jesuits in Antwerp and from the 
Catholic rulers of Flanders, from King Louis XIII of France and his 
craft}' mother Maria de" Medici, from King Philip III of Spain and 
King Charles I of England, who conferred a knighthood on him. When 
travelling from coun to court as an honoured guest, he was often 
charged with dehcate pohtical and diplomatic missions, foremost 
among them that of effecting a reconciliation bet A veen England and 
Spain in the interest of what we would call today a ’reactionary" bloc. 
Meanwhile he remained in touch with the scholars of his age, and en¬ 
gaged in learned Latin correspondence on questions of archaeology 
and art. His self-portrait with the nobleman’s sword (Fig. 253) shows 
that he was very conscious of his unique position. Yet there is nothing 
pompous or vain in the shrewd look of his eyes. He remained a true 
artist. All the while, pictures of dazzling mastery poured out from his 
Antwerp studios on a stupendous scale. Under his hand, the classical 
fables and allegorical inventions became as convincingly 
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252. Detail of Fig. 251 

alive as the picture of his own daughter. Allegorical pictures are usu¬ 
ally regarded as rather horing and abstraa, but for the age of Rubens 
they were a convenient means of expressing ideas. Fig. 251 is such a 
picture which Rubens is said to have 
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brought as a gift to Charles I, when he tried to induce him to make 
peace with Spain. The painting contrasts the blessings of peace with 
the horrors of war. Alinen'a, the goddess of wisdom and the civilizing 
arts, drives away Mars who is about to withdraw—his dreadful com¬ 
panion, the Fur}- of war, having already turned back. And under the 
protection of .\iiner\a the joys of peace are spread out before our eyes, 
symbols of fruitfulness and plenty as only Rubens could conceive 
them; Peace offering her breast to a child, a faun bhssfully eyeing the 
gorgeous fruits, the other companions of Bacchus, dancing maenads 
with gold and treasures, and the panther playing peacefully like a big 
cat; on the other side three children with anxious looks, fleeing from 
the terror of war to the haven of peace and plent}', crowned by a young 
genius. No one who loses himself in the rich details of this picture, 
with its vivid contrasts and glowing colours, can fail to see that these 
ideas were to Rubens not pale abstractions but forceful realities. Per¬ 
haps it is because of that qualit}’ that some people must first get accus¬ 
tomed to Rubens before they begin to love and understand him. He 
had no use for the 'ideal' forms of classical beauty. They were too re¬ 
mote and abstract for him. His men and women are living beings such 
as he saw and liked. And so, since slenderness was not the fashion in 
the Flanders of his day, some people object to the 'fat women' in his 
pictures. This criticism, of course, has httle to do w ith art and we need 
not, therefore, take it too seriously. But, since it is so often made, it 
may be well to realize that joy in exuberant and almost boisterous life 
in all its manifestations saved Rubens from becoming a mere virtuoso 
of his art. It turned his paintings from mere Baroque decorations of 
festive halls into masterpieces which retain their vitaUt}- even within 
the chilling atmosphere of museums. 

Among Rubens's many famous pupils and assistants, the greatest and 
most independent was Van Dyck (1599-1641), who was twent)'-two 
years his jimior, and belonged to the generation of Poussin and Claude 
Lorrain. He soon acquired all the virtuosity- of Rubens in rendering 
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the texture and surface of things, whether it were silk or human flesh, 
but he differed widely from his master in temperament and mood. It 
seems that Van Dyck was not a healthy man, and in his paintings a 
languid and shghtiy melancholy mood often prevails. It may have been 
this quahty that appealed to the austere noblemen of Genoa and to the 
cavahers of Charles Fs entourage. In 1632 he had become the Court 
Painter of Charles I, and his name was anghdzed into Sir Anthony 
Vandyke. It is to him that we owe an artistic record of this society with 
its defiantly aristocratic bearing, and its cult of courtly refinement. His 
portrait of Charles I (Fig. 255), just dismounted from his horse on a 
hunting expedition, shows the Stuart monarch as he would have 
wished to live in history-: a figure of matchless elegance, of unques¬ 
tioned authority- and high culture, the patron of the arts, and the up¬ 
holder of the divine right of kings, a man who needs no outward trap¬ 
pings of power to enhance his natural dignit}-. No wonder 
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2 53 ~ RLBENS: Sdf-Ponrait. Painted about 1639. Vienna, Kunsthistor- 
isches Musenn 




254 “ VANDYKE: Lord John and Lord Bernard Stuart. Painted about 
1638. London, Lady Louis Mountbatten 
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255 - van-dyke: C'nariis I of England. About 1635. Paris, Louvre 

that a painter who could bring out these qualities in his portraits with 
such perfection was eagerly sought by society. In fact, Vandyke was so 
overburdened with commissions for portraits that he, like his master 
Rubens, was umable to cope with them all himself. He had a number 
of assistants who painted the costumes of his sitters arranged on 
doUs, and he did not always paint even the whole of the head. Some of 
these portraits are uncomfonably near the flanering fashion-dimimies 
of later periods, and there is no doubt that Vandyke estabhshed a dan¬ 
gerous precedent which did much harm to portrait painting. But all 
this cannot detract from the greatness of his best portraits. Nor should 
it make us forget that it was he, more than anyone else, who helped to 
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crystallize the ideals of blue-blooded nobility and gentlemanly ease 
(Fig. 254) which enriches our vision of man no less than did Rubens's 
robust and sturdy figures of over-brimming Ufe. 

On one of his journeys to Spain, Rubens had met a young painter who 
was bom in the same year as his pupil Vandyke, and who filled a posi¬ 
tion at the court of u* 

Vision and Visions 



256. VELAZQUEZ: The Water-seller of Seville. About 1620. London, 
Duke of Wellington Collection 

King Philip IV in Madrid similar to that of Vandyke at the Court of 
Charles I. It was the painter Diego Velazquez 1599-1660). Though he 
had not yet been to Italy, Velazquez had been profoundly impressed by 
the discoveries and the manner of Caravaggio, which he got to know 
through the work of imitators. He had absorbed the programme of 
'naturahsm', and devcted his art to the dispassionate obser\'ation of 
nature regardless of any conventions. Fig. 256 shows one of his early 
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works, an old man selhng water in the streets of Seville. It is a genre 
picture of the type the Netherlanders invented to display their skill, 
but it is done with all the intensity- and penetration of Caravaggio's 
'St. Thomas' 'p. 291, Fig. 245). The old man with his worn and wTinkly 
face and his ragged cloak, the big earthenware flask with its rounded 
shape, the surface of the glazed jug and the play of hght on the trans¬ 
parent glass, aU this is painted so convincingly that we feel we could 
touch the objects. No one who stands before this picture feels inclined 
to ask whether the objects represented are beautiful or ugly, or wheth¬ 
er the scene it represents is important or trivial. Not even the colours 
are strictly beautiftil by themselves. Brown, grey, greenish tones pre¬ 
vail. And yet, the whole is joined together in such a rich and mellow 
harmony that the picture remains quite imforgettable to anyone who 
has ever paused in front of it. 

On the advice of Rubens, Velazquez obtained leave to go to Rome to 
study the paintings of the great masters. He went there in 1630 but 
soon returned to Madrid where, apart from a second Italian journey, 
he remained as a famous and respected member of the court of Philip 
IV. His main task was to paint the portraits of the King, and the mem¬ 
bers of the royal family (see frontispiece). Few of these men had at¬ 
tractive, or even interesting, faces. They were men and women who in¬ 
sisted on their dignit}', and who dressed in a stiff and unbecoming 
fashion. Not a Ktxs inviting task for a painter, it would seem. But 
Velazquez transformed these portraits, as by magic, into some of the 
most fascinating pieces of painting the world has ever seen. He had 
long given up too close an adherence to Caravaggio's manner. He had 
studied the brushwork of Rubens and of Titian but there is nothing 
'secondhand' 
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257 - VELAZQUEZ:Pn>KeP/ii7zpProspero/5pirin. About 1660. Vi¬ 
enna, KunsthistorischesMuseum 

in his mode of approaching nature. With a few sure touches of the 
brush, he is able to convey the effect of a fonn and the texture of a sur¬ 
face. Velazquez's most mature works rely to such an extent on the ef¬ 
fect of the brushwork, and on the dehcate harmony of the colours, that 
illustrations can give only ven." httle idea of what the originals are like. 
However, an illustration such as Fig. 257 of a two-year-old prince, 
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preserves at least something of the charm of these works. In the ori¬ 
ginal, the various shades of red (from the rich Persian carpet, the vel¬ 
vet chair, the curtain, the sleeves 

and the rosy cheeks of the child, combined with the cool and silken- 
tones of white and grey which shade into the background, resiilt in a 
unique harmony. There is nothing showy in Velazquez's manner, 
nothing that strikes us at the first glance. But the longer we look at his 
paintings, the more we come to admire his qualities as an artist. Even 
a littie motif like the small dog on the red chair reveals an unobtrusive 
master}’ which is truly miraculous. If we look back at the httie dog on 
Jan van Eyck's portrait of the Amolfini couple (p. 174, Fig. 155) we see 
with what different means great artists can achieve their effects. \'an 
Eyck took pains to copy every curly hair of the Uttle 
creature—Velazquez, two hundred years later, tried only to catch its 
charaaeristic impression. Like Leonardo, only more so, he rehed on 
our imagination to follow his guidance and to supplement what he had 
left out. Though he did not paint one separate hair, his littie dog looks, 
in effect, more flirr\- and natural than Van Eyck's. It was for effects 
like these that the founders of Impressionism in nineteenth-centuT}- 
Paris admired Velazquez above all other painters of the past. To see 
and obser\-e nature with ever-fresh eyes, to discover and enjoy ever- 
new harmonies of colours and lights, had become the essential task of 
the painter. In this new zeal, the great masters of Catholic Europ; 
found themselves at one with the painters on the other side of the 
political barrier, the great artists of the Protestant Netherlands. 
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Drawing by pieter van la. A R. Berlin, Kupfersuchkabinett 


CHAPTER 20 • THE MIRROR OF NATURE Holland in the Seven¬ 
teenth Century 
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• : _ The Castle ({ormet tovra hail) of AmsuiJjiK. Designed by 
jakob van' ka.mpen in 1648 • 

THE di\-ision of Europe into a Catholic and a Protestant camp affeaed 
even the an of small countries Uke the Netherlands. The sou±em 
Netherlands which today we call Belgium had remained Catholic, and 
we have seen how Rubens in Antwerp received innumerable commis¬ 
sions from churches, princes and kings to paint vast canvases for the 
glorification of their power. The northern provinces of the Nether¬ 
lands, however, had risen against their Catholic overlords, the Span¬ 
iards, and most of the inhabitants of their rich merchant towns ad¬ 
hered to ±e Protestant faith. The taste of these Protestant merchants 
of Holland 
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was very different from that prevailing across the border. These men 
were rather comparable in their outlook to the Puritans in England: 
devout, hard-working, parsimonious men, most of whom disliked the 
exuberant pomp of the southern manner. Though their outlook mel¬ 
lowed as their security increased and their wealth grew, these Dutch 
burghers of the seventeenth century never accepted the full Baroque 
style which had held sway in Catholic Europe. Even in architecture 
they preferred a certain sober restraint. When, in the middle of the 
seventeenth century, at the peak of Holland's successes, the citizens of 
Amsterdam decided to erect a large town hall which was to reflect the 
pride and achievement of their new-born nation, they chose a model 
which, for all its grandeur, looks simple in outline and sparing in dec¬ 
oration (Fig. 259). 

We have seen that the effect on painting of the victory of Protestant¬ 
ism was even more marked (p. 274). We know that the catastrophe 
was so great that both in England and Germany, where the arts had 
flourished as much as anywhere during the Middle Ages, the career of 
a painter or a sculptor ceased to attract native talents. We remember 
that in the Netherlands, where the tradition of good craftsmanship 
was so strong, painters had to concentrate on certain branches of 
painting to which there was no objection on religious grounds. 

The most important of these branches that could continue in a Prot¬ 
estant community, as Holbein had experienced in his day, was portrait 
painting. Many a successful merchant wanted to hand dovra his like¬ 
ness to those after him, many a worthy burgher who had been elected 
alderman or burgomaster desired to be painted with the insignia of his 
office. Moreover, there were many local committees and governing 
boards, prominent in the life of Dutch cities, which followed the 
praiseworthy custom of having their group-portraits painted for the 
board-rooms and meeting-places of their worshipful companies. An 
artist whose manner appealed to this public could therefore hope for a 
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reasonably steady income. Once his manner ceased to be fashionable, 
however, he might face ruin. 

The first outstanding master of free Holland, Frans Hals (is8o?-i666), 
was forced to lead such a precarious existence. Hals belonged to the 
same generation as did Rubens. His parents had left the southern 
Netherlands because they were Protestants and had settled in the 
prosperous Dutch city of Haarlem. We know little about his life except 
that he frequently owed money to his baker or shoemaker. In his old 
age—he lived to be over eighty—he was granted a small pittance by the 
municipal almshouse whose board of governors he painted. 

Fig. 260 shows one of the magnificent portraits that brought so little 
money to Hals and his family. Compared to earlier portraits, it looks 
almost like a snapshot. We seem to know this Pieter van der Broecke, 
a true merchant-adventurer of the seventeenth century. Let us think 
back to Holbein's painting of the Duke of Norfolk (p. 277, Fig. 233) 
painted less than a century earlier, or even to the portraits 



260. FRANS HALS: Pieter van der Broecke. 1633. London, Kenwood, 
Iveagh Bequest 
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The Mirror of Nature 

which Rubens, Vandyke or Velazquez painted at that time in Catholic 
Europe. For all their liveliness and truth to nature one felt that the 
painters had carefully arranged the sitter's pose so as to convey the 
idea of dignified aristocratic breeding. The portraits of Hals give us the 
impression that the painter has 'caught' his sitter at a characteristic 
moment and fixed it for ever on to the canvas. It is difficult for us to 
imagine how bold and unconventional these paintings must have 
looked to the public. The ver\- way in which Hals handled paint and 
brush suggests that he quickly seized a fleeting impression. EarUer 
portraits are painted with \-isible patience—we sometimes feel that 
the sub-jea must have sat still for many a session 

while the painter carefully recorded detail upon detail. Hals never al¬ 
lowed his model to get tired or stale. We seem to witness his quick and 
deft handling of the brush through which he conjures up the image of 
tousled hair or of a crumpled sleeve with a few touches of Ught and 
dark paint. Of course, the impression that Hals gives us, the impres¬ 
sion of a casual glimpse of the sitter in a characteristic movement and 
mood, could never have been achieved without a very calculated effort. 
What looks at first like a happy-go-lucky approach is really the result 
of a carefully thought-out effect. Though the portrait is not symmet¬ 
rical as earher portraits often were, it is not lopsided. Like other mas¬ 
ters of the Baroque period, Hals knew how to attain the impression of 
balance without appearing to follow any rule. 

The painters of Protestant Holland who had no inclination or talent 
for portrait painting had to give up the idea of relying chiefly on com¬ 
missions. Unlike the masters of the Middle Ages and of the Renais¬ 
sance, they had to paint their picture first, and then try- to find a buy¬ 
er. We are now so used to this state of affairs, we take it so much for 
granted that an artist is a man painting away in his studio, which is 
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packed fiill of pictures he is desperately tr}-ing to sell, that we can 
hardly imagine the change this position brought about. In one respect, 
artists may possibly have been glad to be rid of patrons who interfered 
with their work and who may sometimes have buUied them. But this 
freedom was dearly bought. For, instead of a single patron, the artist 
had now to cope with an even more tj-rarmical master—the buying 
public. He had either to go to the market place and to pubhc fairs, 
there to peddle his wares, or to rely on middlemen, picture dealers 
who reheved him of this 

The Mirror of Nature 

* 



261. SIMON vlieger: Mouth of a River. About 1640. London, National 
Gallery 

burden but who wanted to buy as cheaply as possible in order to be 
able to sell at a profit. Moreover, competition was very stiff; there were 
many artists in each Dutch town exhibiting their paintings on the 
stalls, and the only chance for the minor masters to make a reputation 
lay in specializing in one particular branch or genre of painting. Then, 
as now, the public liked to know what it was getting. Once a painter 
had made a name as a master of battle-pieces, it was batde-pieces he 
would be most likely to sell. If he had had success with landscapes in 
the moonlight, it might be safer to stick to that, and to paint more 
landscapes in the moonlight. Thus it came about that the trend to¬ 
wards specialization which had begun in the northern countries in the 
sixteenth century (p. 279) was carried to even greater extremes in the 
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seventeenth. Some of the weaker painters became content to turn out 
the same kind of picture over and over again. It is true that in doing so 
they sometimes carried their trade to a pitch of perfection which com¬ 
mands our admiration. These specialists were real speciahsts. The 
painters offish knew how to render the silvery hue of wet scales with a 
virtuosity which puts many a more universal master to shame; and the 
painters of seascapes not only became proficient in the painting of 
waves and clouds, but were such experts in the accurate portraying of 
ships and their tackle that their paintings are still considered valuable 
historical documents of the period of England's and Holland's naval 
expansion. Fig. 261 shows a painting by one of the oldest of these spe¬ 
cialists in seascapes, Simon Vheger (1601-53). It shows how these 
Dutch artists could convey the atmosphere of the sea by wonderfully 
simple and unpretentious means. These Dutchmen were the first in 
the history of art to discover the beauty of the sky. They needed noth¬ 
ing dramatic or striking to make their pictures interesting. They 
simply represented a piece of the world as it appeared to them, and 
discovered that it could make just as satisfying a picture as any illus¬ 
tration of a heroic tale or a comic theme. 

One of the earUest of these discoverers was Tan van Goyen 
(1596-1656), from ,. , .,„ „., 


■" J \ jy J /J 262. ]AS VAtt aoYEti: AH mJimllbyaRn'er. 

The Hague, who was roughly of the same 1642. London, National 
Gallery 
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generation as the landscape painter Claude Lorrain p. 295, Fig. 24S\ It 
is interesting to compare one of the &mous landscapes of Claude, a 
nostalgic \-ision of a land of serene beauty, with the simple and 
straightforward painting by Jan van Goyea (Fig. 262). The differences 
are too obvious to need labouring. Instead of lofty tptn plp< A Ae 
Dutchman paints a homely windmill; instead of alluring glades, a fea- 
turdess stretch of his native land. But Goyen knows how to transform 
the com-monplaoe scene into a vision of restftil beauty. He transfig¬ 
ures the familiar motifs, and leads our eyes into the hazy distance, so 
that we feel as if w A were ourselves standing at a point of vantage and 
looking into the light of the evening. We saw how the inventions of 
Claude so captured the imagination of his admirers in England that 
they tried to transform the actual scenery of their native land, and 
make it conform to the creations of the painter. A landscape or a 
garden which made them think of Qaude, they called 'picturesque', 
like a picture. We have since become used to applying this word not 
only to ruined castles and simsets, but also to such simple things as 
'filing boats and windmills. When we come to consider it, we do so be¬ 
cause such motife remind us of pictures not by Claude, but by masters 
like V heger or Goyen. It is they who have taught us to see the 'pictur¬ 
esque' ia a simple scene. Alany a rambler in the countryside who de¬ 
lights in what he sees may, without knowing it, owe his joy to those 
humble masters who first opened our eyes to impreten-tious natural 
beauty. 



The greatest painter of Holland, and one of the greatest painters who 
ever Uved, was Rembrandt Van Rijn A 1606-69}, who was a generation 
younger than Frans Hals and Rubens, and seven years younger than 
Vandyke and Velazquez. Rembrandt did not write down his observa¬ 
tions as Leonardo and Diirer did; he was no admired genius as 
.Michelangelo was, whose sayings were handed down to posterity; he 
was no diplomatic letter-writer like Rubens who exchanged ideas with 
the leading sdiolars of his age. Yet we feel that we know Rembrandt 
perhaps more intimately than any of these great masters, because he 
left us an amazing record of his life, a series of self-portraits ranging 
from the time of his youth, when he was a successful and even fashion¬ 
able master, to his lonely old age when his face reflected the tragedy of 
bankruptcy and the tmbroken will of a truly great man. These portraits 
combine into a unique autobic A raphy. 

Rembrandt was bom in 1606, the son of a well-to-do miller in the 
University town of Leyden. He matriculated at the University, but 
soon abandoned his studies to become a painter. Some of his earhest 
works were greatly praised by contemporary scholars, and at the age 
of twenty-five Rembrandt left Leyden for the teeming commercial 
centre of Amsterdam. There he made a rapid career as a portrait 
painter, married a wealthy girl, bought a house, collected works of art 
and amos, and worked incessandy. When his first wife died, in 1642, 
she left him a considerable fortune, but Rembrandts popularity with 
the pubhc declined, he got into debt, and 
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263- REMBRANDT: Self-Portrait. About 1666. Vienna, Kunsthistor- 
isches Museum 

fourteen years later his creditors sold his house and put his collection 
up for auction. Only the help of his second wife and his son saved him 
from utter ruin. They made an arrangement by which he was formally 
an employee of their art-dealing firm, and, as such, he painted his last 
great masterpieces. But these faithful companions died before him, 
and when his life came to an end in 1669, he left no o±er property than 
some old clothes and his painting utensils. Fig. 263 shows us 
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Rembrandt’s face during the last years of his life. It was not a beautiful 
face, and Rembrandt certainly never tried to conceal its ugliness. He 
observed himself in a mirror with complete sincerity. It is because of 
this sincerity that we soon forget to ask about 

beauty or looks. This is the face of a real human being. There is no 
trace of a pose, no trace of vanity, just the penetrating gaze of a painter 
who scrutinizes his own features, ever ready to learn more and more 
about the secrets of the human face. Other portraits by great masters 
may look alive, they may even reveal the character of their sitter 
through a characteristic expression or a strijdng attitude. Creations 
such as the 'Mona Lisa' (p. 218, Fig. 187), Titian’s "Young Englishman’ 
(p. 245, Fig. 204), or Hillyarde's ’Courtier' (p. 278, Fig. 234) are like 
great characters in fiction, or parts played by actors on the stage. They 
are convincing and impressive, but we feel that they can only repres¬ 
ent one side of a complex himian being. Not even Mona Lisa can al¬ 
ways have smiled. But in Rembrandt's portraits (Fig. 265) we feel face 
to face with real human beings with all their tragic failings and all 
their sufferings. His keen and steady eyes seem to look straight ir.to 
the human heart. I realize that such an expression may soimd senti¬ 
mental, but I know no other way of describing the almost uncanny 
knowledge Rembrandt appears to have had of human feelings and 
himian reactions. Like Shakespeare, he seems to have been able to get 
into the skin of all types of men, and to know how they would behave 
in any given situation. It is that gift that makes Rembrandt's illustra¬ 
tions of biblical stories so different from anything that had been done 
before. As a devout Protestant, Rembrandt must have read the Bible 
again and again. He entered into the spirit 
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264- REMBRANDT: The Parable of the Merciless Servant. Drawing. 
About 1655. Paris, Louvre, Bonnat Bequest 
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265. REMBRANDT: JflH Six, an Amsterdam Patrician. Painted in 
1654. Amsterdam, Six Collection 

of its episodes, and anempted to visualize exactly what the situation 
must have been like, and how people would have moved and borne 
themselves at such a moment. Fig. 264 shows a drawing in which 
Rembrandt illustrated the parable of the merciless ser\'ant (Matthew 
x\'iii. 21-35). There is no need to explain the drawing. It explains itself. 
We see the Lord on the day of reckoning, with his steward looking up 
the servant "s debts in a big ledger. We see from the way the servant 
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stands, his head lowered, his hand fumbling deep in his pocket, that 
he is unable to pay. The relationship of these three people to each oth¬ 
er, the busy steward, the dignified Lord and the guilty ser\'ant, is ex¬ 
pressed with a few strokes of the pen. 

Rembrandt needs hardly any gestures or movements to express the in¬ 
ner meaning of a scene. He is never theatrical. Fig. 269 shows one of 
the paintings in which he visualized another incident from the Bible 
which had hardly ever been illustrated before—the reconciliation 
between King David and his wicked son Absalom. When Rembrandt 
was reading the Old Testament, and tried to see the kings and patri¬ 
archs of the Holy Land in his mind's eye, he thought of the Orientals 
he had seen in the busy port of Amsterdam. That is why he dressed 
David like an Indian or Turk with a big turban, and gave Absalom a 
curved Oriental sword. His painter's eye was attracted by the splend¬ 
our of these costumes, and by the chance they gave him of showing the 
play of light on the precious fabric, and the sparkle of gold and jew¬ 
ellery. We can see that Rembrandt was as great a master in conjuring 
up the effects of these shining textures as Rubens or Velazquez. Rem¬ 
brandt used less bright colour than either of them. The first impres¬ 
sion of many of his paintings is that of a rather dark brown. But these 
dark tones give even more power and force to the contrast of a few 
bright and brilhant colours. The result is that the light on some of 
Rembrandt’s pictures looks almost dazzling. But Rembrandt never 
used these magic effects of light and shade for their own sakes. They 
always served to enhance the drama of the scene. What could be more 
moving than the gesture of the yoimg prince in his proud array, bury¬ 
ing his face on his father's breast, or King David in his quiet and sor¬ 
rowful acceptance of his son's submission ? Though we do not see 
Absalom’s face, we feel what he must feel. 
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Like Diirer before him, Rembrandt was great not only as a painter but 
also as a graphic artist. The technique he used was no longer that of 
woodcuts or 



266. REMBRANDT: Christ preaching. Etching. About 1653 

copper-engraving (p. 204), but a method which allowed him to work 
more freely and more quickly than was possible with the burin. This 
technique is called etching. Its principle is quite simple. Instead of la¬ 
boriously scratching the surface of the copper-plate, the artist covers 
the plate with wax and draws on it with a needle. Wherever his needle 
goes, the wax is removed and the copper laid bare. All he has to do af¬ 
terwards is to put his plate into an add which bites into the copper 
where the wax has gone, and thus transfer the drawing on to the 
copper-plate. The plate can then be printed in the same way as an en¬ 
graving. The only means of telling an etching from an engraving is by 
judging the charaaer of the lines. There is a visible difference between 
the laborious and slow work of the burin and the free and easy play of 
the etcher's needle. Fig. 266 shows one of Rembrandt's etchings—an¬ 
other bibhcal scene. Christ is preaching, and the poor and humble 
have gathered roimd Him to listen. This time Rembrandt has turned 
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to his own dry for models. He lived for a long time in the Jewish quan- 
er of Amsterdam, and he studied the appearance and dresses of the 
Jews so as to introduce them into his sacred stories. Here they stand 
and sit, huddled together, some hstening, enraptured, others ponder¬ 
ing the words of Jesus, some, like the fat man behind, perhaps scan¬ 
dalized by Christ's attack on the Pharisees. People who are used to the 
beautiful figures of Itahan art are sometimes shocked when they first 
see Rembrandt's pictures because he seems to care nothing for 
beaut}', and not even to shrink from outright ugliness. That is true, in 
a sense. Like other artists of his time, Rembrandt had absorbed the 
message of Caravaggio, whose work he came to know through Dutch¬ 
men who had fallen under his influence. Like Caravaggio, he valued 
truth and sincerity- above harmony and beaut}-. Christ had preached 
to the poor, the hungr}- and the sad, and poveny, hunger and tears are 
not beautiful. Of course much depends on what we agree to call 
beaut}'. A child often finds the kind, wrinkled face of his grandmother 
more beautiful than the regular features of a film star, and why should 
he not ? In the same way, one might say that the haggard old man in 
the right-hand comer of the etching, cowering, one hand before his 
face, and looking up, completely absorbed, is one of the most beautiful 
figures ever drawn. But perhaps it is really not ver}-important what 
words we use to express our admiration. 

Rembrandt’s imconventional approach sometimes makes us forget 
how much artistic wisdom and skill he uses in the arrangement of his 
groups. Nothing could be more carefully balanced than the crowd 
forming a circle round Jesus, and yet standing at a respectful distance. 
In this art of distributing a mass of people, in apparently casual and 
yet perfectly harmonious groups, Rembrandt owed much to the tradi¬ 
tion of Italian art which he by no means despised. Nothing would be 
farther from the truth than to imagine that this great master was a 
lonely rebel whose greatness went unrecognized by contemporar}’ 
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Europe. It is true that his popularity as a portrait painter decreased as 
his art became more profound and 

uncompromising. But whatever the reasons for his personal tragedy 
and bankruptcy, his fame as an artist stood very high. The real 
tragedy, then as now, is that fame alone does not suffice to make a 
hveUhood. 

The figure of Rembrandt is so important in all branches of Dutch art 
that no other painter of the period can bear comparison with him. 
That is not to say, however, that there were not many masters in the 
Protestant Netherlands who desen-e to be studied and enjoyed in their 
own right. Many of them followed the tradition of northern an in re¬ 
producing the hfe of the people in gay and unsophisticated paintings. 
We remember that this tradition reaches back to such examples of me¬ 
dieval miniatures as p. 153, Fig. 140 and p. 198, Fig. 173. We remem¬ 
ber how it was taken up by Brueghel (p. 280, Fig. 235), who displayed 
his skill as a painter and his knowledge of human nature in humorous 
scenes from the lives of peasants. The seventeenth-century artist who 
brought this vein to perfection was Jan Steen (1626-79), Jan van 
Goyen's son-in-law. Like many other artists of his time, Steen could 
not support himself with his brush, and he kept an inn to earn money. 
One might almost imagine that he enjoyed this sideline, because it 
gave him an opportunity of watching the people in their revellings, 
and of adding to his store of comic types. Fig. 267 shows a gay scene 
from the life of the people—a christening feast. We look into a com¬ 
fortable room with a recess for the bed in which the mother lies, while 
friends and relations crowd round the father who holds the baby. It is 
well 
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267 - JAN steen: The Christening Feast. 1664. London, Wallace 
Collection 

worth looking at these various tjpes and their forms of merrjinaking, 
but when we have examined all the detail we should not forget to ad¬ 
mire the skill with which the artist has blended the various incidents 
into a picture. The figure in the foreground, seen from behind, is a 
wonderful piece of painting whose gay colours have a warmth and 
mellowness one does not easily forget when one has seen the original. 

One often associates Dutch seventeenth-centtiry art with this mood of 
gaiety and good living we find in Jan Steen's pictures, but there are 
other artists in Holland who represent a ver}’ different mood, one 
which comes much nearer to the spirit of Rembrandt. The outstanding 
example is another 'specialist', the landscape painter Jacob van Ruis¬ 
dael (1628 ?-82). Ruisdael was about the same age as Jan Steen 
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268. JACOB v.\N' ruisdael: Wooded laiidscap:. .«\bout 1655. Oxford, 
Worcester College 

wh'.ch means that he belonged to the second generation of great 
Dutch painters. When he gre a' up the works of Jan van Goyen and 
even of Rembrandt were already famous and were boimd to influence 
his taste and choice of themes. During the first half of his life he lived 
in the beautiful town of Haarlem, which is separated from the sea by a 
range of wooded dunes. He loved to study the effea of light and shade 
on the gnarly weatherbeaten trees of these tracts and specialized more 
and more in picturesque forest scenes (Fig. 268). He became a master 
in the painting of dark and sombre clouds, of evening light when the 
shadows grow, of ruined casdes and rushing brooks; in short it was he 
who discovered the poetr}’ of the northern landscape much as Qaude 
had discovered the poetry of itahan scenery. Perhaps no 
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269 - REMBRANDT: The Reconciliation of Dovtd and Absalom. 1642. 
Leningrad, Hermiage 
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jyo. VERMEER VAN DELFT: The Cook. Painted about 1660. .\inster- 
dam, Rijksmuseum 

artist before him had contrived to express so much of his own feelings 
and moods through their reflection in nature. 

If I have called this chapter 'The .\lirror of Nature', I did not only want 
to say that Dutch art had learned to reproduce nature as faithfully as a 
mirror. Neither art nor nature are ever as smooth and cold as a glass. 
Nature reflected in an always reflects the artist’s own mind, his pre¬ 
dilections, his enjoyments and therefore his moods. It is this fact 
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above all which renders the most 'specialized' branch of Dutch paint¬ 
ing so interesting, the branch of still life painting. These still hfes usu¬ 
ally show beautiful vessels tilled with wine and appetizing fruit, or oth¬ 
er dainties invitingly arranged on lovely china. These were pictures 
which would go well into a dining-room and would be sure to find a 
buyer. But they are more than mere reminders of the joys of the table. 
In such still lifes, artists could freely pick on any objects they liked to 
paint, and arrange them on the table to suit their fancy. Thus they be¬ 
came a wonderful field of experiment for the painters" special prob¬ 
lems. Willem Kalf (1622-93), f° A instance, liked to study the way in 
which fight is reflected and broken bv coloured glass. He studied the 
contrasts and harmorues of colours and textures, and tried to achieve 
ever-new harmonies between rich Persian carpets, bright blue china 
and brilliandy coloured fruit Fig. 271). Without knowing it themselves, 
these spedafists began to demonstrate that the subject of a painting is 
much less important than might have been thought. Just as trivial 
words may provide the text for a beautiful song, so trivial objects can 
make a perfect picture. 

This may seem a strange remark to make after the stress I have just 
laid on the subject-maner of Rembrandt's painting. But actually I do 
not think that there is a contradiction. A composer who sets to music 
not a trivial text but a great poem wants us to understand the poem, so 
that we may appreciate his musical interpretation. In the same way, a 
painter painting a bibhcal scene wants us to understand the scene to 
appreciate his conception. But just as there is great music without 
words, so there is great painting without an important subject-maner. 
It vras this discovery towards which the seventeenth-centmy- artists 
had been groping when they discovered the sheer beautv- oi the visible 
world. And the Dutch spedafists who spent their fives painting the 
same kind of subject-matter ended by proving that the subject-matter 
was of secondary' importance. X 
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271. WILLEM k.\lf: Siill Lifi. .■'ybout 1660. Berlin, Kaiser-Friedrich 
.Museum 

The greatest of these masters was bom a generation after Rembrandt. 
He was Jan Vermeer van Delft (1632-75). Vermeer seems to have been 
a slow and a careful worker. He did not paint verj’ many pictures in his 
life. Few of them represent any important scenes. Most of them show 
simple figures standing in a room of a typically Dutch house. Some 
show nothing but a single figure engaged in a simple task, such as a 
woman pouring out milk (Fig. 270). With Vermeer genre painting has 
lost the last trace of humorous illustration. His paintings are really still 
lifes with himian beings. It is hard to argue the reasons that make such 
a simple and unassuming picture one of the greatest masterpieces of 
all time. But few who have been lucky enough to see the original will 
disagree with me that it is something of a miracb. One of its miracu¬ 
lous features can perhaps be described, though hardly explained. It is 
the way in which Vermeer achieves complete and painstaking preci¬ 
sion in the rendering of textures, colours and forms without the pic¬ 
ture ever looking laboured or harsh. Like a photographer who deliber¬ 
ately softens the strong contrasts of the picture without blurring the 
forms, Vermeer mellowed the outlines and yet retained the effect of 
solidit}' and firmness. It is this strange and tmique combination of 
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mellowness and precision which makes his best paintings so unforget¬ 
table. They make us see the quiet beautj' of a simple scene with fresh 
eyes and give us an idea of what the artist felt when he watched the 
hght flooding through the window and heightening the colour of a 
piece of cloth. 
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272. The poor Painter shizeruig in his Garret. 
Drawing by PiETER BLOOT. About 1640. 

London, British Museum 

CHAPTER 21 • POWER AND GLORY: I 

Italy, Later Seventeenth and Eighteenth Centuries 
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273 - A Church of the Rodilii! 'High Baroque': Sta Agitese in Piazza 
Navona, Rome. Designed by borromini and RAiNALDiin 1653 

WE remember the beginning of the Baroque manner of building in 
such works of late sixteenth-century art as della Porta's church of the 
Jesuit Order (p. 287, Fig. 243). Porta disregarded the so-called rules of 
classical architecture for the sake of greater variety and more imposing 
effects. It is in the nature of things ±at once art has taken this road it 
must keep to it. If variety and striking effects are considered import¬ 
ant, each subsequent artist has to produce more complex decorations 
and more astounding ideas so as to remain impressive. During the 
first half of the seventeenth century, this process of piling up more and 
more dazzling new ideas for buildings and their decorations had gone 
on in Italy, and by the middle of the seventeenth century the style we 
call Baroque was fully developed. 

Fig. 273 shows a typical Baroque church built by the famous architect 
Francesco Borromini (1599-1667) and his assistants. It is easy to see 
that even the forms which Borromini applied are really Renaissance 
forms. Like della Porta, he used the form of a temple front to frame the 
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central entrance and, like him, he doubled the pilasters on the side to 
gain a richer effect. But by comparison with Borromini's 

facade, della Porta's looks almost severe and restrained. Borromini 
was no longer content with decorating a wall with the orders taken 
from classical architecture. He composed his church by a grouping of 
different forms— A the vast cupola, the flanking towers and the facade. 
And this facade is cun-ed as if it had been modelled in clay. If %ve 
look at the detail we find even more surprising effects. The first storey 
of the towers is square, but the second is round, and the relation 
between the two storeys is brought about by a strangely broken entab¬ 
lature which would have horrified every orthodox teacher of architec¬ 
ture, but which does the job assigned to it extremely weU. The frames 
of the doors flanking the main porch are even more astonishing. The 
way in which the pediment over the entrance is made to frame an oval 
window has no parallel in any earUer building. The scrolls and car\'es 
of the Baroque style had come to dominate both the general lay-out 
and the decorative details. It has been said of Baroque buildings like 
those of Borromini that they are over-ornate and theatrical. Borromini 
himself would hardly have understood this charge. He wanted a 
church to look festive and to be a building full of splendour and move¬ 
ment. If it is the aim of the theatre to deUght us with a vision of a fairy 
world of light and pageantrj', why should not the artist designing a 
church have a right to give us an idea of even greater pomp and glor\’ 
to remind us of Heaven ? 

When we enter these churches we imderstand even better how the 
pomp and display of precious stones, of gold and stucco, were used de¬ 
liberately to conjure up a vision of heavenly glory much more concrete 
than the medieval cathedrals. Fig. 274 shows the interior of Borromini 
"s church. To those of us who are used to the church interiors of north¬ 
ern countries, this dazzling pageantr}- may well look too worldly for 
our taste. But the Catholic Church of the period thought differendy. 
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The more the Protestants preached against outward show in the 
churches, the more eager did the Roman Church become to enlist the 
power of the artist. Thus the Reformation and the whole vexed issue of 
images and their worship which had influenced the course of an so of¬ 
ten in the past, also had an indirect effect on the development of 
Baroque. The Cathohc world had discovered that art could serve reli¬ 
gion in ways that went beyond the simple task assigned to it in the 
early Middle Ages—the task of teaching the Doctrine to people who 
could not read. It could help to persuade and convert those who had, 
perhaps, read too much. Architects, painters and sculptors were called 
upon to transform churches into grand show-pieces whose splendour 
and vision nearly swept you oflF your feet. It is not so much the details 
that matter in these interiors as the general effect of the whole. We 
carmot hope to imderstand them, or to judge them correctly, imless 
we visualize them as the framework for the splendid ritual of the Ro¬ 
man Church, imless we have seen them during High Mass when the 
candles are alight on the altar, when the smell of incense fills the na%- 
e, and when the sound of the organ and the choir transports us into a 
diSerent world. 
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274 - Interior of Sta Agnese in Piazza Navona (see Fig. 273). Completed 
abovn 1663 

This supreme art of theatrical decoration had mainly been developed 
by one artist, Lorenzo Bernini (1598-16S0). Bernini belonged to the 
same generation as Borromini. He was one year older than Vandyke 
and Velazquez, and eight years older than Rembrandt. Like these mas¬ 
ters, he was a consummate portraitist. Fig. 275 shows his portrait bust 
of a young woman which has all the freshness and unconventionaht}' 
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of Bernini's best work. When I saw it last in the museum in Florence, a 
ray of sunhght was playing on the bust and the whole figure seemed to 



275- BERNINI: Ponraiiof Cotislanza Buotiarelii About 1630. Florence, 
Bargello 

328 Power and Glory: Italy 

breathe and come to life. Bernini has caught a transient expression 
which we are sure must have been most charaaeris-tic of his sitter. In 
the rendering of facial expression, Bernini was perhaps imsur-passed. 
He used it, as Rembrandt used his profound knowledge of human be¬ 
haviour, to give visual form to his religious experience. 

Fig. 276 shows an altar of Bernini's for a side chapel in a small Roman 
church. It is dedicated to the Spanish saint Theresa, a nun of the six¬ 
teenth centurj' who had described her mystic visions in a famous book. 
In it she teUs of a moment of heavenly rapture, when an angel of the 
Lord pierced her heart with a golden flaming arrow, fiUing her with 
pain and yet with immeasurable bhss. It is this vision that Bernini has 
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dared to represent. We see the saint carried Heavenwards on a cloud, 
towards streams of hght which pour down from above in the form of 
golden rays. We see the angel gently approaching her, and the saint 
swooning in ecstasy. The group is so placed that it seems to hover 
without support in the magnificent frame provided by the altar, and to 
receive its hght from an invisible window above. A northern visitor 
may be inclined, at first, to find the whole arrangement too reminis¬ 
cent of stage effects, and the group over-emotional. This, of course, is 
a matter of taste and upbringing about which it is useless to argue. But 
if we grant that a work of rehgious an like Bernini's altar may legitim¬ 
ately be used to arouse the feelings of ferA'id exultation and mystic 
transpon at which the artists of the Baroque were aiming, we must ad¬ 
mit that Bernini has achieved this aim in a masterly fashion. He has 
dehberalely cast aside all restraint, and carried us to a pitch of emo¬ 
tion which artists had so far shuimed. If we compare the face of his 
swooning saint with any work done in previous centuries, we find that 
he achieved an intensity of facial expression which until then was nev¬ 
er attempted in an. Looking from Fig. 277 to the head of Laocoon (p. 
75, Fig. 68), or of Michelangelo's 'Dying Slave' (p. 228, Fig. 192), we 
realize the di6"erence. Even Bernini's handling of draperies was at the 
time completely new. Instead of letting them fall in dignified folds in 
the approved classical manner, he made them writhe and whirl to add 
to the effect of excitement and movement. In all these effects he was 
soon imitated all over Europe. 
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276. BERXixi: The Vision of St. Theresa. Altar in Sta Maria della Vit- 
toria, Rome. Erected between 1644 and 1647 

If it is trae of sculptures like Bernini's 'St. Theresa' that they can only 
be judged in the setting for which they were made, the same applies 
even more to the painted decorations of Baroque churches. Fig. 278 
shows the decoration of the ceiling of the Jesuit church in Rome by a 
painter of Bernini's following, Giovanni Battista GauUi 
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277. EEEKIKI: St. Theresa. Detail of Fig. 276 

(1639-1709}. The artist wants to give us the illusion that the vault of 
the church has opened, and that we look straight into the glories of 
Heaven. Correggio before him had the idea of painting the heavens on 
the ceiling (p. 247, Fig. 207), but Gaulli's effects are incomparably 
more theatrical. The theme is the worship of the Holy Name of Jesus, 
which is inscribed in radiant letters in the centre of his church. It is 
STirroimded by infinite multitudes of cherubs, angels, and saints, each 
gazing in rapture into the light, while whole legions of demons or 
fallen angels are driven out of the heavenly r A ons, with gestures of 
despair. The crowded scene seems to burst the frame of the ceiling, 
which brims over with clouds carrying saints and sinners right down 
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into the church. In letting the picture thus break the frame the artist 
wants to confuse and overwhelm us, so that we no longer know what is 
real and what illusion. A painting like this has no meaning outside the 
place for which it was made. Perhaps it is no coincidence, therefore, 
that, after the development of the 
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278. GAULLi: T)u Worship of :lu- Holy Xjnu- of Jesus. Ceiling of the 
Jesuit church D Gesii in Rome. Between 1670 and 16S3 

full Baroque snle in which all artists collaborated in the achievement 
of one effea, painting and sculpture as independent arts declined in 
Italy and throughout Catholic Europe. 

In the eighteenth centun,- Itahan artists were mainly superb internal 
decorators who were famous throughout Europe for their skill in 
stucco work and their great frescoes which could transform any hall of 
a castle or monaster}' into a setting for a pageantry. One of the most 
famous of these masters was the Venetian Giovanni Battista Tiepolo 
(4696-1 ■'"o), who worked not only in Italy but also in Germany 

Pozver and Glorx: It ah 
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279 - GIOVANNI BATTISTA TIEPOLO: L . A nquel. VtCSOO ia X!b& 
Palazzo Labia, Venice. 1757 

and Spain. Fig. 279 shows part of his decoration of a Venetian palace, 
painted in 1757. It represents a subject which gave Tiepolo even,' op- 
pominit}' to displaj' gay colours and sumptuous costumes: The Ban¬ 
quet of Cleopatra. The storj- goes that Mark Antonj- gave a feast in 
honour of the Eygpiian queen which was to be the nonplus ultra of 
luxury. The most costly dishes followed each other in sheer endless 
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succession. The queen was not impressed. She wagered her proud host 
that she would produce a dish much more costly than an}-thing he 
had offered yet—she took 
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280. GUARD I: View of S. Giorgio Maggiore in Venice. About 1770. 
London, Wallace Collection 

a famous pearl from her earring, dissolved it in vinegar and drank the 
brew. On Tiepolo's fresco we see her showing Mark Antony the pearl 
while a black ser\'ant offers her a glass. 

Frescoes like these must have been fun to paint and they are a pleas¬ 
ure to look at. And yec we may feel that these fireworks are of less per¬ 
manent value than the more sober creations of earlier periods. The 
great age of Italian art was ending. 
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Only in one specialized branch did Italian an create new ideas in the 
early eighteenth centun.". That was, characteristically enough, the 
painting and engraving of views. The travellers who came to Italy from 
all over Europe to admire the glories of her past greatness often 
wanted to take souvenirs with them. In Venice, in particular, whose 
scener>' is so fascinating to the artist, there developed a school of 
painters who catered for this demand. Fig. 280 shows a view of Venice 
by one of these painters, Francesco Guardi (1712-93). Like Tiepolo's 
fresco, it shows that Venetian art had not lost its sense of pageantn,-, 
of light and of colour. It is interesting to compare Guardi's views of the 
Venetian lagoon with the sober and faithful seascapes of Simon 
Vlieger (p. 312, Fig. 261; painted a centurj- earher. \X'e realize that 
the spirit of Baroque, the taste for movement and bold effeas, can ex¬ 
press itself even in a simple view of a city. Guardi has completely 
mastered ±e effeas that had been studied by seventeenth-century- 
painters. He has learned that once we are given the general impression 
of a scene, we are quite ready to supply and 

supplement ±e details ourselves. If we look closely at his gondoliers we 
discover, to our surpnse, that they are made up simply of a few deftly 
placed coloured patches—yet if we step back the illusion becomes 
completely effective. The tradition of Baroque discoveries which lived 
in these late fruits of Italian art was to gain new importance in sub¬ 
sequent periods. 
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281. 'Connoisseurs' and Antiquaries assembled in Rome. Caricature by 
P. L. GHEZZI. About 1710. Vienna, Albertina 

CHAPTER 22 " POWER AND GLORY: II 

France, Germany and Austria Late Seventeenth and Early Eighteenth 
Centuries 
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282. The Baroque Castle: Versailles, garden front. Built by LOiis levau 
and 

J. HARDOUIN MANSARD firom 1655 tO 1682 

IT was not only the Roman Church that had discovered the power of 
art to impress and overwhelm. The kings and princes of seventeenth- 
centur}' Europe were equally anxious to display their might and thus 
to increase their hold on the minds of the people. They, too, wanted to 
appear as beings of a different kind, lifted by Di\Tne right above the 
common nm of men. This applies particujarly to the most powerful 
ruler of the latter part of the seventeenth centurv-, Louis XIV of 
France, in whose political programme the display and splendour of 
royalty was deliberately used. It is surely no accident that Louis XIV 
invited Lorenzo Bernini to Paris to help with the designing of his 
palace. This grandiose project never materialized, but another of Louis 
XIV's palaces became the vet}- s\-mbol of his immense power. This 
was the Palace of Versailles, which was built roimd about 1660-S0. 
Versailles is so huge that no photograph can give an adequate idea of 
its appearance. Fig. 283 gives an aerial \'iew which may convey some 
idea of its size and lay-out. There are no fewer than 123 windows look¬ 
ing towards the park in each storey. The park itself, with its clipped 
trees, terraces and ponds, extends over miles of couxitr\-. 

It is in its immensity rather than in its decorative detail that Versailles 
is Baroque (Fig. 282). Its architects were mainly intent on grouping 
the enormous masses of the building into clearly distinct wings, and 
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giving each wing the appearance of nobihrv' and gradeur. They accen¬ 
tuated the middle of the main storey by a row of Ionic columns 
carij'ing an entablature with rows of statues on top, and flanked this 

effective centre-piece with decorations of a similar kind. With a simple 
combination of pure Renaissance forms, they would hardly have suc¬ 
ceeded in breaking the monotony of so vast a facade, but with the help 
of statues, urns and trophies they produced a certain amount of vari¬ 
ety. It is in buildings like these, therefore, that one can best appreciate 
the true function and purpose of Baroque forms. Had the designers of 
Versailles been a little more daring than they were, and used more un¬ 
orthodox means of articulating and grouping the enormous building, 
they might have been even more successful. 

It was only in the next generation that this lesson was completely ab¬ 
sorbed by the architects of the period. For the Roman churches and 
French castles of the Baroque style fired the imagination of the age. 
Every minor princeling in southern 



283. Versailles from the air. (See Fig. 282) 

Germany wanted to have his Versailles; every small monastery in Aus¬ 
tria or in Spain wanted to compete with the impressive splendour of 
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Bernini's designs. The period round about 1700 is one of the greatest 
periods of architecture; and not of architecture alone. These castles 
and churches were not simply planned as buildings —all the arts had 
to contribute to the effect of a fantastic and artificial world. Whole 
towns were used like stage settings, stretches of country transformed 
into gardens, brooks into cascades. Artists were given free rein to plan 
to their hearts' content, and to translate their most unlikely visions in¬ 
to stone and gilt stucco. Often the money ran out before their plans be¬ 
came reality, but what was completed of this outburst of extravagant 
creation transformed the face of many a town and landscape of Catho- 
hc Europe. It was particularly in Austria, Bohemia and southern Ger¬ 
many that the ideas of the Italian and French Baroque were fused into 
the boldest and most consistent style. Fig. 284 shows the castle which 
the Austrian architect, 
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284. The Belvedere in Vienna. Designed by hildebraxdt between 1720 
and 1724 

Lucas von Hildebrandt (1668-1745), built in Vienna for Marlborough's 
ally, Prince Eugene of Savoy. The castle stands on a hill, and seems to 
hover lightly over a terraced garden with fountains and clipped 
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hedges. Hildebrandt has grouped it clearly into seven diflferent parts, 
reminiscent of garden pavilions; a five-windowed 
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285. The Entrance Hall and Staircase of the Vienna Belvedere. 
Designed by HILDEBRANDT. 1724- 

After an eighteenth-century engraving 
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286. The staircase of Ponomrsfelden {Germany A i. Designed 

by HILDEBRANDT I713-I4, built by DIETZENHOFER 

centre-piece bulging forward, flanked by two wings of only slightly 
lesser height, and this group in turn flanked by a lower part and four 
turret-like comer pavilions which frame the whole building. The centre 
pavihon and the comer pieces are the most richly decorated parts, and 
the building forms an intricate panem which is nevertheless com¬ 
pletely clear and lucid in its outline. This lucidity' is not at all dis¬ 
turbed by the freakish and grotesque ornament thai Hildebrandt em¬ 
ployed in the details of the decoration, the pilasters tapering ofi" 
downwards, the broken and scrolly pediments o%-er the windows, and 
the statues and trophies lining the roof. It is only when we enter the 
building that we feel the full impaa of this fantastic style of decoration. 
Fig. 285 shows the entrance hall of Prince Eugene's palace, and Fig. 





506/730 


286 a staircase of a German casde designed by Hildebrandt. We can¬ 
not do justice to these interiors unless we visualize them in use—on a 
day when the owner was giving a feast or holding a reception, when 
the lamps were ht and men and women in the gay and stately fashions 
of the time arrived to mount these stairs. At such a moment, the con¬ 
trast between the dark and unlit streets of the time, reeking 
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2S7. Tiid Sicr.as:i % lvi t'/ii Danube. Designed by 
PRAN'DTAUER in I702 

of dirt and squalor, and the radiant fairy world of the nobleman's 
dwelling must have been ovenvhelming. 
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The buildings of the Church made use of similar striking effects. Fig. 
287 shows the Austrian monastery of Melk, on the Danube. As one 
comes down this river, the monastery, with its cupola and its strangely 
shaped towers, stands on the hill like some unreal apparition. It was 
built by a local builder called Jakob Prandtauer (died I -26} and decor¬ 
ated by some of the Itahan travelling virtuosi who were ever ready 
with new ideas and designs from the vast store of Baroque patterns. 
How well these humble artists had learnt the difficult art of grouping 
and organizing a building to give the appearance of stateliness without 
monotony! They were also carefiil to graduate the decoration, and to 
use the more extravagant forms sparingly, but all the more effectively, 
in the parts of the building they wanted to throw into rehef. 

In the interior, however, thev cast off all restraint. Even Bernini or 
Borromini in their most exuberant moods would never have gone 
quite so far. Once more we must imagine what it meant for a simple 
Austrian peasant to leave his tarmhouse Y 

Power and Glory: the Catholic North 
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288. Interior of the Church of Melk Monastery. Completed about 1738, 
after designs of 

PRAN'DTAUER, BEDUZZI and MUNGGENAST 

and enter this strange wonderland. There are clouds ever}'\vhere, with 
angels making music and gesticulating in the bhss of Paradise. Some 
have setded on the pulpit, others are balancing on the scrolls of the or¬ 
gan gallery; everything seems to move and dance—even the walls can¬ 
not stand still, but seem to sway to and fro in the rhythm of jubilation. 
Nothing is 'natural' or 'normal' in such a church—it is not meant to be. 
It is intended to give us a foretaste of the glory of Paradise. Perhaps it 
is not everybody's idea of Paradise, but when you are in the midst of it 
all it envelops you and stops all questionings. You feel you are in a 
world where our rules and standards simply do not apply. 

One can understand that north of the Alps, no less than in Italy, the 
individual arts were swept into this org}' of decoration and lost much 
of their independent importance. There were, of course, painters and 
sculptors of distinction in the period round about 1700, but perhaps 
there was only one master whose art compares with the great leading 
painters of the first half of the seventeenth century. This master was 
Antoine Watteau (1684-1721). Watteau came from Belgium, but 
settled in Paris where he died at the age of thirty-seven. He, too, de¬ 
signed interior decorations for the casdes of the nobiUty, to provide 
the appropriate background for the festivals and pageantries of court 
society'. But it would seem as if the actual festivities had not satisfied 
the imagination of the artist. He began to paint his own visions of a life 
divorced from all hardship and triviality, a dream-life of gay picnics in 
fairy parks where it never rains, of musical parties where all ladies are 
beautiful and all lovers 
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289 - WATTEAU: Fdte in a Park. About 171S. London, Wallace 
Collection 

graceful, a society in which all are dressed in sparkling silk without 
looking showy, and where the life of the shepherds and shepherdesses 
seems to be a succession of minuets. From such a description one 
might get the impression that the art of Watteau is over-precious and 
artificial. For many, it has come to reflect the taste of the French aris¬ 
tocracy of the early eighteenth century which is known as Rococo; the 
fashion for daint\- colours and delicate decoration which succeeded 
the more robust taste of the Baroque period, and which expressed it¬ 
self in gay frivolity. But Watteau was far too great an artist to be a 
mere exponent of the fashions of his time. Rather it was he whose 
dreams and ideals helped to mould the fashion we call Rococo. Just as 
Vandyke had helped to create the idea of the gentlemanly ease we as¬ 
sociate with the Cavahers (p. 304, Fig. 254), so Watteau has enriched 
our store of imagination by his vision of graceful gallantry. 

Fig. 289 shows his picture of a picnic in a park. There is nothing of the 
noisy gaiety of Jan Steen's revelries (p. 319, Fig. 267) in this scene; a 
sweet and almost melancholy calm prevails. These young men and wo¬ 
men just sit and dream. The light plays on their shimmering dresses, 
and transfigures the copse into an earthly paradise. The quahties of 
Waneau's art, the delicacy of his brushwork and the refinement of his 
colour harmonies do not easUy come out in reproductions. His im¬ 
mensely sensitive paintings and drawings must really be seen and en¬ 
joyed in the original. Like Rubens, whom he admired, Waneau could 
convey the impression of Uving, palpitating flesh through a mere whi- 
fi" of chalk or colour. But the mood of his studies is as different from 
Rubens's as his paintings are from Jan Steen's. There is a touch of sad¬ 
ness in these visions of beaurv which is difficult to describe or define, 
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but which Ufts Watteau's art bej'ond the sphere of mere skill and pret¬ 
tiness. Watteau was a sick man, who died of consumption at an early 
age. Perhaps it was his awareness of the transience of beauty which 
gave to his art that intensity which none of his many admirers and im¬ 
itators could equal. 



290. Art under Royal patronage. In 1667 Louis XIV, accompanied by 
his Minister, Colbert, paid a visit to the Royal Gobelin Manufacture to 
manifest his interest in what would now be called 'the standard of 
French design' which formed an important 'asset' in Colbert's 'export 
drive’. The tapestrj- was commissioned to commemorate the occasion 

CHAPTER 23 • THE AGE OF REASON England and France, Eight¬ 
eenth Century 
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291. A seventeenth-century Cathedral: St. Paul's, London. Built by SIR 
Christopher wren from 1675 to 1710 

THE period round about 1700 had seen the culmination of the 
Baroque movement in Catholic Europe. The Protestant countries 
could not help being impressed by this all-pervading fashion but, nev¬ 
ertheless, they did not actually adopt it. This even applies to England 
during the Restoration period, when the Stuart court looked towards 
France and abhorred the taste and outlook 

of the Puritans. It was during this period that England produced her 
greatest architect. Sir Christopher Wren (1632-1723), who was given 
the task of rebuilding London's churches after the fire of 1666. It is 
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interesting to compare his St. Paul’s Cathedral (Fig. 291) with a 
chuirch of the Roman Baroque, built only some twenty years earlier 
(p. 325, Fig. 273). We see that Wren was definitely influenced by the 
groupings and effects of the Baroque architect, although he himself 
had never been in Rome. Like Borromini's church. Wren's cathedral, 
which is much larger in scale, consists of a central cupola, flanking 
towers, and the suggestion of a temple fa A de to frame the main en¬ 
trance. There is even a definite similarity- between Borromini's 
Baroque towers and Wren’s, particularly in the second storey. Never¬ 
theless, the general impression of the two facades is ven," different. St. 
Paul's is not cuned. There is no suggestion of movement, rather of 
strength and stability. The way in which the paired colimms are used 
to give stateliness and nobihty to the facade recalls Versailles (p. 335, 
Fig. 282) rather than the Roman Baroque. Looking at the details, we 
ma}' even wonder whether or not to call Wren's st\-le Baroque. There 
is nothing of the freakish or fantastic in his decoration. All his forms 
adhere strictly to the best models of the Itahan Renaissance. Each 
form and each part of the building can be viewed by itself without los¬ 
ing its intrinsic meaning. Compared with the exuberance of Bor¬ 
romini, or of the architect of Alelk, Wren impresses us as being re¬ 
strained and sober. 

The contrast between Protestant and Catholic architecture is even 
more marked when we consider the interior of Wren's churches—for 
instance that of St. Stephen in London Fig. 292 A . A chua-ch like this is 
designed mainly as a hall where the faithful meet for conunon wor¬ 
ship. Its aim is not to conjure up a vision of another world, but rather 
to allow tis to collect oin- thoughts. In the many churches he designed, 
Wren endeavoiu-ed to give ever-new variations on the theme of such a 
hall, which would be both dignified and simple. As with churches, so 
with castles. No king of England could have raised the prodigious 
sums to build a Versailles, and no Enghsh peer would have cared to 
compete with the German princelings in 
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292. Inienor of s,. Stephen's, Walbrook. i AAAA ’ AA extravagance. It B 
tTue that Designed by SIR CHRISTOPHER WREN. 1672 the building 
craze reached England, 
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293 - C«ij=-ii:Ai/ 0 Ti.t£,L<jrui 7 f:. Designed by LORD BURLINGTON 
and William rent about 1725, enlarged by James Wyart in 1788 

MarlboroLigh"s Blenheim Palace is even larger in scale than Prince 
Eugene's Belvedere. But these were exceptions. The ideal of the Eng¬ 
lish eighteenth centurj' was not the castle but the couintr}- house. 

The architects of these countn- houses usually- rejeaed the extravag¬ 
ances of the Baroque st\-le. It was their ambition not to infringe any 
rule of what they considered 'good taste', and so they were anxious to 
keep as closely as possible to the real or pretended laws of classical ar¬ 
chitecture. Architects of the ItaUan Renaissance who had studied and 
measured the ruins of antique buildings with scientific care had pub¬ 
lished their findings in text-books to provide builders and craftsmen 
with patterns. The most famous of these books was written by Andrea 
Palladio A p. 266). This book of Palladio's came to be considered the 
ultimate authority- on all rules of taste in architecture in eighteenth- 
century England. To build one's villa in the 'Palladian manner’ was 
considered the last word in fashion. Fig. 293 shows such a Palladian 
\iOa, Chiswick House near London. Its centre-piece, designed for his 
own use by the great leader of taste and fashion. Lord Burlington 
t 695 -i 753 ), and decorated by his friend, Wilham Kent (1685-1748), is 
indeed a close imitation of Palladio's Villa Rotonda f A p. 265, Fig. 223). 
True, the whole facade, which was completed later in the eighteenth 
centur\-, shows that the Baroque taste for impressive display was not 
altogether rejected in England. Like many coimtr\-houses of the peri¬ 
od it is broken up into different 'wings' and 'pavilions', whose effective 
grouping may be compared to that of Hildebrandt's Belvedere (p. 337, 
Fig. 284). But this surprising similarity in the general outline also 
brings out the difference in detail, for unlike Hildebrandt and the oth¬ 
er architects of Cathohc Europe the designers of the British \"illa 
nowhere offend against the stria rules of the classical 
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style. The stately portico has the correct form of an antique temple 
front, built in the Corinthian order (p. 74). The waU of the building is 
simple and plain, there are no cunes and volutes, no statues to crown 
the roof, and no grotesque decorations. 

For the rule of taste in the England of Burlington and Pope was also 
the rule of reason. The whole temper of the coimtr\' was opposed to 
the flights of fancy of Baroque designs, and to an art that aimed at im¬ 
pressing and overwhelming the emotions. The formal parks of the 
style of Versailles, whose endless chpped hedges and alleyw-ays had 
extended the architects' design beyond the actual building far into the 
surrounding countr}', were condemned as absurd and artificial. A 
garden or park should reflea the beauties of nature, it should be a 
colleaion of fine scenery such as might charm the painter's eye. It was 
men such as Kent who invented the English 'landscape garden' as the 
ideal surroundings of their PaUadian villas. Just as they had appealed 
to the authority of an Italian architea for the rules of reason and taste 
in building, so they turned to a southern painter for a standard of 
beauty in scenery. Their idea of what nature should look like was 
largely derived from the paintings of Claude Lorrain (p. 295, Fig. 248), 
and we have seen that these painters' visions thus came to mould large 
tracts of the Enghsh countrj'side. 

The position of painters and sculptors under the rule of taste and reas¬ 
on was not too enviable. \ A ’e have seen that the victor}' of Protestant¬ 
ism in England, and the Puritan hostility to images and to luxury, had 
dealt the tradition of art in England a severe blow. Almost the only 
purpose for which painting was still in demand was that of supplying 
likenesses, and even this function had largely been met by foreign 
artists such as Holbein 'p. 274 A and Vandyke ,A p. 302), who were 
called to England after they had estabhshed their reputations abroad. 
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The fashionable gentiemen of Lord Burlington's day had no objection 
to paintings or sculptures on puritan grounds, but they were not eager 
to place commissions with native artists who had not yet made a name 
in the outside world. If they wanted a painting for their villas, they 
would much rather buy one which bore the name of some famous 
Italian master. They prided themselves on being coimoisseurs, and 
some of them assembled the most admirable collections ofold masters, 
without, however, giving much employment to the painters of their 
time. 

This state of affairs greatly irritated a young Enghsh engraver who had 
to make his hving by illustrating books. His name was \X iUiam Hog¬ 
arth (1697-1764). He felt that he had it in him to be as good a painter 
as those whose works were bought for hundreds of pounds from 
abroad, but he knew that there was no public for con-temporan,- art in 
England. He therefore set out deliberately to create a new type of 
painting which should appeal to his counttymen. He knew that they 
were likely to ask 'What is the use of a painting ?' and he decided that 
in order to impress people brought up in the puritan tradition, art 
must have an obvious use. Accordingly, he planned a number of paint¬ 
ings which should teach the people the rewards 

of \nrtue and the wages of sin. He would show a 'Rake's Progress’ from 
profligao.' and idleness to crime and death, or 'The Four Stages of 
Cruelt}" from a boy teasing a cat to a grown-up’s brutal murder. He 
would paint these edifH'ing stories and warning examples in such a 
way that anyone who saw the series of pictures would imderstand all 
the incidents and the lessons they taught. His paintings, in fact, should 
resemble a kind of dimib show in which all the characters have their 
appointed task and make its meaning clear through gestures and the 
use of stage properties. Hogarth himself compared his new t A 'pe of 
painting to the art of the pla\"\\ right and the theatrical producer. He 
did even,-thing to bring out what he called the 'character' of each 
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figure, not only through his face but also through his dress and beha¬ 
viour. Each of his picture sequences can be read like a story or, rather, 
like a sermon. In this respect, this t%-pe of art was not perhaps quite 
as new as Hogarth thought. \X'e know that all medieval art used im¬ 
ages to impart a lesson, and this tradition of the picttire sermon had 
lived on in popular art up to the time of Hogarth. Crude woodcuts had 
been sold at fairs to show the fate of the dnmkard or the perils of 
gambling, and the ballad-mongers sold pamphlets with similar tales. 
Hogarth, however, was no popular artist in this sense. He had made a 
careful study of the masters of the past and of their way of achieving 
pictorial effeas. He knew the Dutch masters, such as Jan Steen, who 
filled their pictures with humorous episodes from the life of the people 
and excelled in bringing out the characteristic expression of a t\-pe (p. 
319, Fig. 269). He also knew the methods of the Italian artists of his 
time, of V A enetian painters of the t}'pe of Guardi 'p. 333, Fig. 280), 
who had taught him the trick of conjuring up the idea of a figure with a 
few spirited touches of the brush. 

Fig. 294 shows an episode from the 'Rake's Progress’ in which the poor 
rake has become a raving maniac and has to be put in irons in Bedlam. 
It is a crude scene of horror with all t}"pes of madmen represented: 
the rehgious fanatic in the first cell writhing on his bed of straw like 
the parody of a Baroque picture of a saint, the megalomaniac with his 
royal cro\Mi seen in the nest cell, the idiot who scrawls the picture of 
the world on to the wall of Bedlam, the blind man with his paper tele¬ 
scope, the grotesque trio grouped round the staircase, the grinning fid¬ 
dler, the foohsh singer, and the touching figure of the apathetic man 
who just sits and stares; and, finally, the main group of the rake, rav¬ 
ing mad, with two men and a woman putting him in irons, the cruel 
equivalent of the strait-jacket. It is a tragic scene, made even more tra¬ 
gic by the grotesque dwarf who mocks it, and by the contrast with the 
two elegant visitors who had known the rake in the days of his 
prosperity. 
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Each figure and each episode in the picture has its place in the stor\' 
Hogarth tells, but that alone would not suffice to make it a good paint¬ 
ing. What is remarkable in Hogarth is that, for all his preoccupation 
with his subjea-maner, he still remained a painter, not only in the way 
he used his brush and distributed fight and 
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294. HOGAKTH: The Rake in Bedlam. From 'The Rake's Progress’. 
1735-Londoa, Soane Museum 

colour, but also in the considerable skill he showed in arrangiag his 
groups. The group round the rake, for all its grotesque horror, is as 
carefully composed as any Italian painting of the classical tradition. 
Hogarth, in fact, was very proud of his landerstanding of this tradition. 
He was sure that he had found the law which governed beauty. He 
wrote a book, which he called The Analysis of Beauty, whose main 
point is that an undulating liue would always be more beautifiil than 
an angular one. Hogarth, too, belonged to the age of reason and 
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beUeved in teachable rules of taste, but he did not succeed in convert¬ 
ing his compatriots from their bias for the old masters. It is true that 
his picture-series earned him great fame and a considerable amount of 
money, but this reputation was due less to the actual painting rhan to 
reproductions he made of them in engravings which were bought by 
an eager pubhc. As a painter, the connoisseurs of the period did not 
take him seriously and, throughout his life, he waged a grim campaign 
against the fashionable taste. 

It was only a generation later that an EngUsh painter was bom whose 
art satisfied the elegant society- of eighteenth-centur\- England—Sir 
Joshua Reynolds (1723-92). Unlike Hogarth, RejTiolds had been to 
Italy and had come to agree with the connoisseurs of his time that the 
great masters of the Italian Renaissance—Raphael, Michelangelo, Cor¬ 
reggio and Titian— A were the xmrivalled exemplars of true art. He 

had absorbed the teaching attributed to the Carracci (p. 290, Fig. 244), 
that the only hope for an artist lay in the careful study and imitation of 
what were called the excellencies of the ancient masters—the 
draughtsmanship of Raphael, the colouring of Titian. Later in his hfe, 
when Reynolds had made a career as an artist in England and had be¬ 
come the first president of the newly founded Royal Academy of Art, 
he expounded this 'academic' doctrine in a series of discourses, which 
still make interesting reading. They show that Reynolds, like his con¬ 
temporaries, believed in the rules of taste and the importance of au¬ 
thority in art. He believed that the right procedure in art could, to a 
large extent, be taught, if students were given faciUties for studying 
the recognized masterpieces of Itahan painting. His lectures are full of 
exhortations to strive after lofty and dignified subjects, because Reyn¬ 
olds beheved that only the grand and impressive was worthy of the 
name of Great Art. 
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From such a description it might easily appear that Reynolds was 
rather pompous and boring, but if we read his discourses and look at 
his pictures, we soon get rid of this prejudice. The fact is that he accep¬ 
ted the opinions about art which he found in the writings of the influ¬ 
ential critics of the seventeenth century, all of whom were much con¬ 
cerned with the dignity of what was called 'history painting'. We have 
seen how hard artists had to struggle against social snobbery which 
made people look down on painters and sculptors because they 
worked with their hands (p. 210). We know how artists had to insist 
that their real work was not handiwork but brain work, and that they 
were no less fit to be received in polite society than poets or scholars. 
It was through these discussions that artists were led to stress the im¬ 
portance of poetic invention in art, and to emphasize the elevated sub¬ 
jects with which their minds were concerned. 'Granted', they argued, 
'that there may be something menial in painting a portrait or a land¬ 
scape from nature where the hand merely copies what the eye sees, 
but surely it requires more than mere craftsmanship: it requires erudi¬ 
tion and imagination to paint a subject like Renins "Aurora" (p. 293, 
Fig. 246) or Poussin's "Et in Arcadian ego" (p. 294, Fig. 247) ?' We 
know today that there is a fallacy in this argument. We know that 
there is nothing undignified in any kind of handiwork and that, 
moreover, it needs more than a good eye and a sure hand to paint a 
good portrait or landscape; but we have no right to look down on 
Reynolds because he had not seen through this particular prejudice in 
art. We should rather search our own hearts and see whether there are 
not things which we take as much for granted as Reynolds did the su¬ 
periority of 'history paintings'. 

Although Reynolds sincerely believed in his theories, his actual work 
consisted mainly in the painting of portraits because this was still the 
only kind of painting in great demand in England. Vandyke had estab¬ 
lished a standard of society portraits which all fashionable painters of 
subsequent generations tried to reach. Those of his works that hung in 
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the country houses and city palaces of the nobilit>' made the patrons 
expect that a good portrait should be flattering. They expected to be 
shown 
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295. REYNOLDS: Portrait of Miss Bowles with, her Dog. 1775. Lon¬ 
don, Wallace Collection 

at their best, and to be turned into models of elegance and graceful¬ 
ness. It is interesting to see how Reynolds dealt with this tradition, 
and to compare his portraits with those of his greatest rival in the 
field, Thomas Gainsborough (1727-88), who was only four years his 
junior. 
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As might have been expected, Reynolds usually tries to give his por¬ 
traits an additional interest, to show that he was not merely copying 
the face and costume of his sitter but contributed some invention of 
his own which should bring out the sitter's character and add interest 
to the painting. Even when he had to paint a child, Reynolds tried to 
make the picture into more than a mere portrait by transforming it in¬ 
to a httle scene which appeals to our imagination. Fig. 295 shows his 
portrait of a 'Miss Bowles with her dog'. We remember that Velazquez, 
too, had painted the portrait of a child and dog (p. 307, Fig. 257). But 
Velazquez had been interested in the texture and colour of what he 
saw. Reynolds wants to show us the touching love of the Httle girl for 
her pet. The way in which he made them pose 
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296. GArN"SBoROtlGH: Portrait of Mus Hjz-erfUId. About 17S0. 
London, Wallace Collection 

before the canvas is much more self-conscious, and much mere 
thought out, than Velazquez's straightforward arrangement. But Reyn¬ 
olds thought to a purpose. He not only gives us a touching subject, but 
he manages to arrange the group so skilfidly that it makes a well-bal¬ 
anced and interesting picture on its own merits. It is true that, if we 
compare his handling of paint and his treatment of the hving skin and 
the flufiy fur with that of Velazquez, we may find Reynolds disappoint¬ 
ing. But it would hardly be fair to expect of him an effect at which he 
was not aiming. He wanted to bring out the character of the sweet 
child, and to make its tenderness and its charm Hve for us. Today, 
when photographers have so accustomed us to the trick of obser\'ing a 
child in a similar situation, we may find it difficult fully to appreciate 
the originahty of Reynolds's treatment. We may even be templed to 
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find it a httle trite or cheap. But we must not blame a master for the 
imitations which have spoilt his effects. Re>"nolds never allowed the 
interest of the subiect-matter to upset the harmony of the painting. 
His portraits are all of one piece, not mere 

illustrations of a prett}' or sentimental situation as those of his later 
imitators sometimes were; they are real paintings in which a master 
tried to apply his knowledge of the great art of the past to a new task. 

In the Wallace Collection in London, where RejTiolds's portrait of 
Miss Bowles hangs, there is also the portrait of a girl of roughly the 
same age by Gainsborough— the portrait of Miss Haverfield (Fig. 
296). Gainsborough painted the Uttle lady as she was tj'ing the bow of 
her cape. There is nothing particularly moving or interesting in her ac¬ 
tion. She is just dressing, we fancy, to go for a walk. But Gainsborough 
knew how to invest the simple movement with such grace and charm 
that we find it as satisfying as Reraolds’s invention of the girl hugging 
her pet. Gainsborough was much less interested in 'invention' than 
Reynolds. He was bom in rural Suffolk, had a natural gift for painting, 
and never foimd it necessary to go to Italy to study the great masters. 
In comparison with Reynolds and all his theories about the imponance 
of tradition, Gainsborough was almost a self-made man. There is 
something in the relationship of the two which recalls the contrast 
between the learned Annibale Carracci, who wanted to revive the man¬ 
ner of Raphael, and the revolutionary Caravaggio, who wanted to ac¬ 
knowledge no teacher except nature. RejTiolds, at any rate, saw Gains¬ 
borough somewhat in this light, as a genius who refused to copy the 
masters, and, much as he admired his rival's skill, he felt bound to 
warn his students against his principles. Today, after the passage of al¬ 
most two centuries, the two masters do not seem to us so very differ¬ 
ent. We realize, perhaps more clearly than they did, how much they 
both owed to the tradition of Vandyke, and to the fashion of their time. 
But, if we return to the portrait of Miss Haverfield with this contrast in 
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mind, we imderstand the particular qualities which distinguish 
Gainsborough's fresh and unsophisticated approach from Reynolds's 
more laboured style. Gainsborough, we now see, had no intention of 
being 'highbrow'; he wanted to paint straightforward unconventional 
portraits in which he could display his brilliant brushwork and his 
sure eye. And so he succeeds best where Reynolds disappointed us. 
His rendering of the fresh complexion of the child and the shining ma¬ 
terial of the cape, his treatment of the frills and ribbons of the hat, all 
this shows his consummate skill in rendering the texture and surfaces 
of visible objects. The rapid and impatient strokes of the brush almost 
remind us of the work of Frans Hals (p. 311, Fig. 260). But Gainsbor¬ 
ough was a less robust artist than Hals. There are, in many of his por¬ 
traits, a dehcacy of shades and a refinement of touch which rather re¬ 
call the visions of Watteau (p. 341, Fig. 289). 

Both Reraolds and Gainsborough were rather unhappy to be 
smothered with commissions for portraits when they wanted to paint 
other things. But while Reynolds longed for time and leisure to paint 
ambitious mythological scenes or episodes from ancient history, 
Gainsborough wanted to paint the very subjects which his rival des¬ 
pised. He wanted to paint landscapes. For, imlike Reynolds who 
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297 - GAINSBOROUGH: Rural Scene. Drawing about 1786. London, 
Victoria and Alben Museum 

was a man about town, a friend of Dr. Johnson, and a frequenter of so- 
ciet}", Gainsborough loved the quiet countrv'side, and the only en- 
tenainment he really enjoyed was chamber music. Unforrunately 
Gainsborough could find but few buyers for his landscapes, and so 
most of his pictures remained mere sketches done for his own enjoy¬ 
ment (Fig. 29~\ In these he arranged the trees and hills of the English 
countryside into picturesque scenes which remind us that this was the 
age of the landscape gardener. For Gainsborough's sketches are no 
views drawn direct from nature. They are landscape 'compositions', 
designed to evoke and reflect a mood. In the eighteenth century Eng¬ 
lish institutions and English taste became the admired models for all 
people in Europe who longed for the rule of reason. For in England art 
had not been used to enhance the power and glor}' of god-like rulers. 
The pubUc for which Hogarth catered, even the people who posed for 
Reraolds's and Gainsborough's portraits, were ordinary- mortals. We 
remember that in France, too, the hea\-y Baroque grandeur of Ver¬ 
sailles had gone out of fashion in the early eighteenth century in fa¬ 
vour of the more deUcate and intimate effects of \ A 'aneau's Rococo (p. 
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34b Fig- 289). Now this whole aristocratic dream-world began to re¬ 
cede. Painters began to look at the life of the ordinan.- men and wo¬ 
men of their time, to draw moving or amusing episodes which could be 
spun out into a story. The greatest of these was Jean Simeon Chardin 
(i699-i a - 9% a painter two years younger than Hogarth. Fig. 298 
shows one of his charming paintings—a simple room with a 

The Age of Reason 



298. CHARDIN; Saying Grace [Le Benedidie). 1739. Paris, Louvre 

woman setting dinner on to the table, and asking two children to sa\' 
grace. Chardin liked these quiet glimpses of the life of ordinary' 
people. He resembles the Dutch Vermeer (p. 322, Fig. 270) in the way 
in which he feels and presences the poetr A i- of a domestic scene, 
without looking for striking eflFects or pointed allusions. Even his col¬ 
our is calm and restrained and, by comparison with the scintillating 
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paintings of Waneau, his works may seem to lack brilliance. But if we 
study them in the original, we soon discover in them an unobtrusive 
master}- in the subtle gradation of tones and the seemingly artless ar¬ 
rangement of the scene, that makes him one of the most lovable paint¬ 
ers of the eighteenth century. 

In France, as in England, the new interest for ordinary human beings 
rather than for the trappings of power benefited the art of portraiture. 
Perhaps the greatest of the French portraitists was not a painter but a 
sculptor, Houdon (i 741-1828). In his wonderful portrait busts, Houd- 
on carried on the tradition which had beoi started by Bernini more 
than a hundred years earher (p. 328, Fig. 275). Fig. 299 shows 
Houdon’s bust of Voltaire, and allows us to see in the face of this great 
champion of reason the biting wit, the penetrating intelligence, and 
also the deep compassion of a great mind. 


/ A ’ 





299 - HOUDON: Poriraii of Volraire. 1778. London, Victoria and Albert 
Mu A t A 
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300. fragosard: The Park of the Villa d'EiU in Tizoli. Drawing. About 
1760. Besancon, Museum 

The taste for the 'picturesque' aspects of nature, finally, which inspired 
Gainsborough's sketches in England is also represented in eighteenth- 
centun.- France. Fig. 300 shows a drawing by J. H. Fragonard 
,a 1732_i8o 6; who belonged to the generation of Gainsborough. 
Fragonard, too, was a painter of great charm who followed the tradi¬ 
tion of Watteau in his themes from high life. In his landscape drawings 
he was a master of striking effects. The view from the Villa d'Este in 
Tivoli near Rome proves how he could find grandeur and charm in a 
piece of actual scenerv. 







529/730 



301. The L.-. Academy v:i’.k porTTMii of lead:’.; S-: 

"including Reynolds (with the ear-trumpet;. Painting by zoffa.vy. 1771. 
VTmdsor Castle 

CHAPTER 24 ■ THE BREAK IX TRADITION 

England, America and France Late Eighteenth and Early Nineteenth 
Centuries 



302. A neo-Gotkic Villa: StraaberTy Hill, built by walpole, bentley and 
chute 
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about 1750-75 

IN histon- books, modem times beginu-it±i the discover}- of .\merica 
by Columbus in 1492. We remember the imponance of that period in 
art. It was the time of the Renaissance, the time when being a painter 
or a sculptor ceased to be an occupation Uke any other and became a 
calling set apart. It was also the period during which the Reformation, 
through its fight against images in churches, put an end to the most 
tirequeni use of pictures and sculptures in large parts of Europe, and 
forced the artists to look for a new market. But however important all 
these events were, they did not result in a sudden break. The large 
mass of artists were still organized in guilds and companies, they still 
had apprentices like other artisans, and they still relied for commis¬ 
sions largely on the wealthy aristocracy who needed the artists to dec¬ 
orate their casties and countrj' seats, and to add their portraits to the 
ancestral galleries. Even after 1492, in other words, an retained a nat¬ 
ural place in the life of people of leisure, and was generally taken for 
granted as something one could not well do without. Even though 
fashions changed and artists 

set themselves different problems, some being more interested in har¬ 
monious arrangements of figures, others in the matching of colours or 
the achie\-ement of dramatic expression, the purpose of painting or 
sculpture remained in general the same, and no one seriously ques¬ 
tioned it. This purpose was to supph' beautiful things for people who 
wanted them and enjoyed them. There were, it is true, various schools 
of thought who quarrelled among themselves over what 'Beaut}-’ 
meant and whether it was enough to enjoy the skilful imitation of 
nature for which Caravaggio, the Dutch painters, or men like Gains¬ 
borough, had become famous, or whether true beaut}' did not depend 
on the capacit}- of the artist to 'idealize' nattire as Raphael, Carracci, 
Reni or Refolds were supposed to have done. But these disputes need 
not make us forget how much common ground there was among the 
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disputants, and how much between the artists whom they chose as 
their favourites. Even the 'idealists' agreed that the artist must study 
nature and learn to draw from the nude, even the 'naturalists' agreed 
that the works of classical antiquity were imsurpassed in beaut}\ 

Towards the end of the eighteenth century this common ground 
seemed gradually to disappear. We have reached the really modem 
times which dawned when the French Revolution of 1789 put an end 
to so many of the assumptions that had been taken for granted for 
himdreds, if not for thousands, of years. Just as the Great Revolution 
has its roots in the Age of Reason, so have the changes in man's ideas 
about art. The first of these changes concerns the artist's attitude to 
what is called 'Style'. There is a character in one of Moliere's comedies 
who is greatly astonished when he is told that he had spoken prose all 
his life without knowing it. Something a htde similar happened to the 
artists of the eighteenth centun,'. In former times, the stj'le of the peri¬ 
od was simply the way in which things were done, adopted because 
people thought it was the best and most correct way of achieving cer¬ 
tain effects. In the Age of Reason, people began to become self-con¬ 
scious about stj'le and stales. Many architects were still convinced, as 
we have seen, that the rules laid dowTi in the books by PaUadio guar¬ 
anteed the 'right' st}-le for elegant buildings. But once you turn to text¬ 
books for such questions it is almost inentable that there will be others 
who say: 'Why must it be just Palladio's stj'le ?' This is what happened 
in England in the course of the eighteenth centur\-. Among the most 
sophisticated connoisseurs there were some who wanted to be differ¬ 
ent from the others. The most characteristic of these Enghsh gentle¬ 
men of leisure who spent their time thinking about st>'le and the rules 
of taste w as the famous Horace Walpole, son of the first Prime Minis¬ 
ter of England. It was \ A ’aIpole who decided that it was boring to have 
his countr}' house on Strawberry- Hill built just like any other correct 
Palladian villa. He had a taste for the quaint and romantic, and was 
notorious for his whimsi-cahty. It was quite in keeping with his 
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character that he decided to have Strawberry Hill built in the Gothic 
style like a casde from the romantic past (Fig. 302). At the 

time, about 1770, Walpole's Gothic villa passed for the oddity of a man 
who wanted to show oflFhis antiquarian interests; but seen in the hght 
of what came later, it was really more than that. It was the first sign of 
the self-consciousness that made people select the snle of their build¬ 
ing as one selects the pattern of a wallpaper. 

Xor was it ±e only symptom of this kind. While Walpole selected the 
Gothic style for his coimtr\- house, the architea WiUiam Chambers 
(1726-96) studied the Chinese stj A le of buildings and of gardening, 
and built his Chinese Pagoda in Kew Gardens. The majority of archi¬ 
tects, it is true, still kept to the classical forms of Renaissance building, 
but even they were increasingly worried about the right style. They 
looked with some misgivings on the practice and tradition of architec¬ 
ture which had grown up since the Renaissance. They found that many 
of these practices had no real sanction in the buildings of classical 
Greece. They realized, with a shock, that what had passed as the rules 
of classical architecture since the fifteenth centurj' was really taken 
from a few Roman ruins of a more or less decadent period. Now the 
temples of Periclean Athens were rediscovered and engraved by zeal¬ 
ous travellers, and they looked strikingly different from the classical 
designs to be found in Palladio's book. Thus these architects became 
preoccupied with correct st}le. Walpole's 'Gothic Revival' was matched 
by a 'Greek Revival' which culminated in the Regeno" period 
(1810-20). This is the period in which many of the principal spas in 
England enjoyed their greatest prosperitj’, and it is in these towTis 
that one can best study the forms of the Greek revival. Fig. 303 shows 
a house in Cheltenham Spa which is successfully modelled on the pure 
Ionic st A le of Greek temples (p. 67, Fig. 60). Fig. 304 gives an example 
of the revival of the Doric order in its original form such as we know it 
from the Parthenon (j>. 49, Fig. 45). It is a design for a villa by the 
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famous architea John Soane (i 752-1837). If we compare it with ±e 
Palladian \-illa buUt by William Kent some eight}' years earher 'p. 
345, Fig. 293) the superficial similarin." only brings out the difference. 
Kent used the forms he found in tradition freely to compose his build¬ 
ing. Soane s projea, by comparison, looks hke an exercise in the cor¬ 
rect use of the elements of Greek stj'le. 

This conception of architecture as an application of strict and simple 
rules was bound to appeal to the champions of Reason whose power 
and influence continued to grow all over the world. Thus it is not sur¬ 
prising that a man such as Thomas Jefferson (i 743-1826), one of the 
founders of the United States and its third President, designed his own 
residence, Monticello, in this lucid, neo-classical stj-le (Fig. 305), and 
that the cit}- of Washington, with its public buildings, was plamied in 
the forms of the Greek revival. In France, too, the viaorj- of this st\le 
was assured after the French Revolution. The old happy-go-lucky tra¬ 
dition of Baroque and Rococo builders and decorators was identified 
with the past which had just been swept away: it had been the st A ’le of 
the casde of royalty-, and of the aristocracj', while the men of the Re¬ 
volution liked to think of themselves as the free citizens of a 





Cheltenham. Designed by ]. B. papworth 
about 1825 



304. JOHN SOANE: Design for a Country House. From Sketches in 
Architecture 
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305. Monticello (Virginia). Built by THOMAS Jefferson between 1796 
and 1806 

new-bom Athens. When Napoleon, posing as the champion of the 
ideas of the Revolution, rose to power in Europe, the 'neo-classical' 
st>le of architecture became the st>'le of the Empire. On the Contin¬ 
ent, too, a Gothic revival existed side by side with this new revival of 
the pure Greek style. It appealed particularly to those Romantic minds 
who despaired of the power of Reason to reform the world and longed 
for a return to what they called the Age of Faith. 

In painting and sculpttire, the break in the chain of tradition was per¬ 
haps less immediately perceptible than it was in architecture, but it 
was possibly of even greater consequence. Here, too, the roots of the 
trouble reach back far into the eighteenth centun.'. A, e have seen how 
dissatisfied Hogarth was with the tradition of an as he found it, and 
how deliberately he set out to create a new- kind of painting for a new 
pubhc. We remember how RejTiolds, on the other hand, was anxious 
to preserve that tradition as if he realized that it was in danger. The 
danger lay in the fact mentioned before, that painting had ceased to be 
an ordinary trade the knowledge of which was handed down from 
master to apprentice. Instead, it had become a subject like philosophy 
to be taught in academies. The very word 'academy' suggests this new 
approach. It is derived from the name of the \illa in which the Greek 
philosopher Plato taught his disciples, and was gradually apphed to 
gatherings of learned men in search of wisdom. Artists at first called 
their meeting places 
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'academies' to stress that equality'with scholars on which they set such 
great store; but it was only in the eighteenth centur}- that these 
academies gradually took over the function of teaching art to students. 
Thus, the old methods by which the great masters of the past had 
learned their trade by grinding colours and assisting their elders, had 
fallen into decline. No wonder that academic teachers like Reynolds 
felt compelled to urge young students to study diligently the master¬ 
pieces of the past and to assimilate their technical skill. The academies 
of the eighteenth century were imder royal patronage, to manifest the 
interest which the King took in the arts in his realm. But, for the arts 
to flourish, it is perhaps less important that they should be taught in 
Royal Institutions than that there should be enough people willing to 
buy paintings or sculptures by living artists. 

It was here that the main difficulties arose, because the very emphasis 
on the greatness of the masters of the past, which was favoured by the 
academies, made patrons inclined to buy old masters rather than to 
commission paintings from the living. As a remedy, the academies, 
first in Paris, then in London, began to arrange annual exhibitions of 
the works of their members. Today we are so used to the idea of artists 
painting and sculptors modelling their work mainly with the idea of 
sending them to an exhibition to attract the attention of art critics and 
to find buyers, that we may find it hard to realize what a momentous 
change this was. These annual exhibitions were social events that 
formed the topic of conversation in polite societ}', and made and vm- 
made reputations. Instead of working for individual patrons whose 
wishes they imderstood, or for the general public, whose taste they 
could gauge, artists had now to work for success in a show where there 
was always a danger of the spectacular and pretentious outshining the 
simple and sincere. The temptation was indeed great for artists to at¬ 
tract attention by selecting melodramatic subjects for their paintings, 
and by relying on size and loud colour effects to impress the public. 
Thus it is not surprising that some genuine artists despised the 
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'official' art of the academies, and that the clash of opinions between 
those whose gifts allowed them to appeal to the pubUc taste and those 
who found themselves excluded, threatened to destroy the common 
ground on which all art had so far developed. 

Perhaps the most immediate and visible effect of this profoimd crisis 
was that artists everj-where looked for new t%'pes of subject-maner. 
In the past, the subject-matter of paintings had been ver}- much taken 
for granted. If we walk round our galleries and museums we soon dis¬ 
cover how many of the paintings illustrate identical topics. The major¬ 
ity- of the older pictures, of course, represent religious subjects taken 
from the Bible, and the legends of the saints. But even those that are 
secular in character are mostly confined to a few selected themes. 
There are the mjahologies of ancient Greece with their stories of the 
loves and quarrels of the gods; there are the heroic tales from Rome 
with their examples of valour and self-sacrifice; and there are, finally, 
the allegorical subjects illustrating some general 
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306. COPLEY: Charles I demanding the Surrender cj the five im¬ 
peached Al.P.s. 1785. Boston, Public Librarj- 

truth by means of personifications. It is cxirious how rarely artists be¬ 
fore the middle of the eighteenth cenniry strayed from these narrow 
limits of illustration, how rarely they painted a scene from a romance, 
or an episode of medieval or contemporary history. All this changed 
very rapidly during the period of the French Revolution. Suddenly 
artists felt free to choose as their subjects anything from a 
Shakespearian scene to a topical event, anything, in fact, that ap¬ 
pealed to the imagination and aroused interest. This disregard for the 
traditional subject-matters of art may have been the only thing the 
successful artists of the period and the lonely rebels had in common. 

It is hardly an accident that this breakaway from the established tradi¬ 
tions of European art was partly accomphshed by artists who had 
come to Europe from across the ocean—Americans who worked in 
England. Obnously these men felt less bound to the hallowed customs 
of the Old World and were readier to try new experiments. The Amer¬ 
ican John Singleton Copley (1737-1815) is a typical artist of this group. 
Fig. 306 shows one of his large paintings which caused a sensation 
when it was first exhibited in 1785. The subject was indeed an xmusual 
one. The Shakespearian scholar Malone, a friend of the politician Ed¬ 
mund Burke, had suggested it to the painter and provided him with all 
the historical information necessary. He was to paint the famous in¬ 
cident when Charles I demanded from the House of Commons the ar¬ 
rest of five impeached members, and when the Speaker challenged the 
King's authority and declined to surrender them. Such an episode fir- 
om comparatively recent history had never been made the subject of a 
large 

painting before, and the method which Copley selected for the task 
was equally unprecedented. It was his intention to reconstruct the 
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scene as accurately as possible—as it wouJd have presented itself to 
the eyes of a contemporary A witness. He spared no pains in getting the 
historical facts. He consulted antiquarians and historians about the ac¬ 
tual shape of the chamber in the seventeenth centur}- and the cos¬ 
tumes people wore; he travelled from coimtr}- house to country house 
to collect portraits of as many men as possible who were known to 
have been Members of Parhament at that critical moment. In short, he 
aaed as a conscientious producer might act today when he has to re¬ 
construct such a scene for an historical film or play. \X'e may or may 
not find these efforts well spent. But it is a fact that, for more than a 
hundred years afterwards, many artists great and small saw their task 
in exactly this type of antiquarian research, which should help people 
to visualize the decisive moments of the past. 

In Copley’s case, this attempt to re-evoke the dramatic clash between 
the King and the representatives of the people was certainly not only 
the work of a disinterested antiquarian. Only two years before, George 
III had had to submit to the challenge of the colonists and had signed 
the peace with the United States. Burke, from whose circle the sugges¬ 
tion for the subject had come, had been a consistent opponent of the 
war, which he considered unjust and disastrous. The meaning of 
Copley's evocation of the previous rebuff to royal pretensions was 
perfectly tmder-stood by all. The story is told that when the Queen saw 
the painting she turned away in pained surprise, and after a long and 
ominous silence said to the young American: 'You have chosen, Mr. 
Copley, a most unfortunate subject for the exercise of your pencil'. She 
could not know how imfortimate the reminiscence was going to prove. 
Those who remember the history of these years will be struck by the 
fact that, hardly four years later, the scene of the picture was to be re¬ 
enacted in France. This time, it was Mirabeau who denied the King's 
right to interfere with the representatives of the people, and thus gave 
the starting signal to the French Revolution of 1789. 
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The French Revolution gave an enormous impulse to this type of in¬ 
terest in history, and to the painting of heroic subjects. Copley had 
looked for examples in England's national past. There was a Romantic 
strain in his historical painting which may be compared to the Gothic 
revival in architecture. The French revolutionaries loved to think of 
themselves as Greeks and Romans re-bom, and their painting, no less 
than their architecture, reflected this taste for what was called Roman 
grandeur. The leading artist of this neo-classical sr\\t was the painter 
Jacques Louis David (1748-1825) who was the 'official artist' of the re¬ 
volutionary Government, and designed the costumes and settings for 
such propagandist pageantries as the 'Festival of the Supreme Being' 
in which Robespierre officiated as a self-appointed Fligh Priest. These 
people felt that they were living in heroic 



307- DAVID: Marat assass'.naied. 1793. Bnissels, Museum 
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times, and that the events of their own years were just as worthy of the 
painter's attention as were the episodes of Greek and Roman history. 
X A Tien one of the leaders of the French Revolution, Marat, was killed 
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in his bath by a fanatical yoimg woman, David painted him as a martyr 
who had died for his cause (Fig. 307). Marat was apparently in the 
habit of working in his bath, and his bath tub was fitted with a simple 
desk. His assailant had handed him an application which he was about 
to sign when she struck him down. The situation does not seem to lend 
itself easily to a picture of dignit\- and grandeur, but David succeeded 
in making it seem heroic, while yet sticking to the actual details of a 
pohce record. He had learned from the study of Greek and Roman 
sculpture how to model the muscles and sinews of the body, and give it 
the appearance of noble beauty; he had also learned from classical art 
to leave out all details which are not essential to the main effect, and to 
aim at simphcit}-. There are no motley colours and no complicated 
foreshortening in the painting. Compared to Copley's great show¬ 
piece, David"s painting looks austere. It is an impressive commemora¬ 
tion of a humble 'friend of the people'—as Marat had st>'led him¬ 
self—who had suffered the fate of a msrtyv while working for the com¬ 
mon weal. 

Among the artists of David's generation who discarded the old type of 
subject-matter was the great Spanish painter Francisco Goya (i 
746-1S28). Goya was well versed in the best tradition of Spanish paint¬ 
ing which had produced El Greco (p. 273, Fig. 229) and Velazquez (p. 
307, Fig. 257). Unlike David, he did not renoimce the brilliant colours 
of the earUer painters in favour of classical grandeur. His portraits, in 
fact, which secured him a position at the Spanish court Fig. 30S), look 
superficially like State portraits in xhc vein of Vandyke or of Reynolds. 
But only superficially, for as soon as we scrutinize the faces of these 
grandees we feel that Goya seems to mock at their pretentious eleg¬ 
ance. He looked at these men and women with a pitiless and searching 
eye, and revealed all their vanit\- and ugliness, their greed and empti¬ 
ness. No Court Painter before or after has ever left such a record of his 
patrons (Fig. 309). 
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It was not only as a portrait painter that Goya asserted his independ¬ 
ence from the conventions of the past. Like Rembrandt, he produced a 
great nimiber of etchings. 
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308. GOYA: King Ferdinand I'll of Spain. Painted in 1814. Madrid, 
Prado 

most of them in a new technique called aquatinta, which allows not 
only etched lines but also shaded patches. The most striking fact about 
Goya's prints is that they are not illustrations of any known subjects, 
either bibUcal, historical or genre. Most of them are fantastic visions 
of witches and of uncanny apparitions. Some are meant as accusations 
against the powers of stupidity and reaction, of human cruelty and op¬ 
pression which Goya had witnessed in Spain, others seem just to give 
shape to the artist's nightmares. Fig. 310 represents one of the most 
haunting of his dreams— the figure of a giant sitting on the edge of the 
world. We can gauge his colossal size from the tiny landscape in the 
foreground, and can see how he dwarfs houses and castles into mere 
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specks. We can make our imagination play round this dreadful appari¬ 
tion, which is drawn with a clarity of outiine as if it were a study from 
life. The monster sits in the moonlit landscape like some evil incubus. 
Was Goya thinking of tiie fate of his country, of its oppression by wars 
and human folly ? Or was he simply creating an image like a poem ? 
For this was the most outstanding effect of the break in tradition—that 
artists felt free to put their private visions on paper as hitherto only 
the poets had done. 

The most outstanding example of this new approach to art was that of 
the English poet and mystic Wilham Blake (1757-1827) who was elev¬ 
en years younger than Goya. Blake was a deeply rehgious man who 
hved in a world of his own. He despised the official art of the 
academies, and declined to accept its standards. Some thought he was 
completely mad; others dismissed him as a harmless crank, and only a 
very few of his contemporaries believed in his art and saved him from 
starvation. He lived by making etchings, sometimes for others, some¬ 
times to illustrate his own poems. Fig. 311 represents one of Blake's il¬ 
lustrations to his poem Europe, a Prophecy. It is said that Blake had 
seen this enigmatic figure of an old man, bending down to measure 
the globe with a compass, in a vision which hovered over his head at 
the top of a staircase when he was living in Lambeth. There is a pas¬ 
sage in the Bible (Proverbs viii. 22-7), in which Wisdom speaks and 
says: 

'The Lord possessed me in the begirming of His v/ay, before His works 
of old ... before the mountains were settled, before the hills was I 
brought forth ... when He 
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Detail ot Fig. 30S 
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3io. GOYA: The Giant. Etching. About 1820 

prepared the Heavens, I was there: when He set a compass on the face 
of the depths: when He established the clouds above: when He 
strengthened the fountains of the deep.' 

It is this grandiose vision of the Lord setting a compass upon the face 
of the depths that Blake illustrated. There is something of 
Michelangelo's figure of the Lord (p. 227, Fig. 191) in this image of the 
Creation, and Blake admired Michelangelo. But in his hands the figure 
has become dream-like and fantastic. In fact, Blake had formed a 
mjtholog}' of his own, and the figure of the vision was not strictly 
speaking the Lord Himself, but a being of Blake's imagination whom 
he called Urizen. Though Blake conceived of Urizen as the creator of 
the world, he thought of the world as bad and therefore of its creator 
as of an evil spirit. Hence the uncanny nightmare charaaer of the vis¬ 
ion, in which the compass appears like a flash of lightning in a dark 
and stormy night. 

Blake was so wrapped up in his visions that he refused to draw from 
life and rehed entirely on his iimer eye. It is easy to point to faults in 
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his draughtsmanship, but to do so would be to miss the point of his 
art. Like the medieval artists, he did not care for accurate representa¬ 
tion, because the significance of each figure of his dreams was of such 
overwhelming importance to him that questions of mere correctness 
seemed to him irrelevant. He was the first artist after the Renaissance 
who thus consciously revolted against the accepted standards of tradi¬ 
tion, and we can hardly blame his contemporaries who foimd him 
shocking. It was almost a 
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311. 3LAKE: The Ancient of Days. .Mciai cu:. widi wiie 1794. London, 
British Muscoer 

century before he was generally recognized as one of the most impoit- 
ant A mes 

in Enghsh art. 

There was one branch of pain ting that profited much by the artiit' A 
:'-t-ei'~ in his choice of subject-matter—this was landscape paint¬ 
ing. So fir, :: "ien looked upon as a minor branch of art. The paint¬ 
ers, in particular, v., - /_: their living painting Views’ of coun¬ 

try houses, parks or picturesque scenery, were not taken seriously as 
artists. This attitude changed somewhat through the Romantic spirit 
of the late eighteenth century, and great artists saw it as their purpose 
in life to raise this n.-pe of painting to new dignity. Here, too, tradition 
could serve both as a help and a hindrance, and it is fascinating to see 
how differently two English landscape painters of the same generation 
approached this qoestkn. One was WiUiam Turner (1775-1851), the 
other John Constable (1776-1837}. There is 
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something in the contrast of these two men which recalls the contrast 
between Reynolds and Gainsborough, but, in the fifty years which sep¬ 
arates their generations, the gulf between the approaches of the two 
rivals had very much widened. Turner, like Reynolds, %vas an im¬ 
mensely successful artist whose pictures often caused a sensation at 
the Royal Academy. Like Reynolds, he was obsessed with the problem 
of tradition. It was his ambition in hfe to reach, if not surpass, the cel¬ 
ebrated landscape paintings of Claude Lorraiu (p. 295, Fig. 248). 
When he left his pictures and sketches to the nation, he did so on the 
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express condition that one of them (Fig. 315) must always be shown 
side by side with a work by Claude Lorrain. Turner hardly did himself 
justice by inviting this comparison. The beaut}' of Claude's pictures 
Ues in their serene simplicity and calm, in the clarity and con-crete- 
ness of his dream-world, and in the absence of any loud effects. Turn¬ 
er, too, had visions of a fantastic world bathed in light and resplendent 
with beaut}-, but it was a world not of calm but of movement, not of 
simple harmonies but of dazzling pageantries. He crowded into his 
pictures every eflfect which could make it more striking and more dra¬ 
matic, and, had he been a lesser artist than he was, this desire to im¬ 
press the pubhc might well have had a disastrous result. Yet he was 
such a superb stage manager, he worked with such gusto and skill that 
he carried it off and the best of his pictures do, in fact, give us a con¬ 
ception of the grandeur of nature at its most romantic and sublime. 
Fig. 314 shows one of Turner's most daring paintings—a steamer in a 
bUzzard. If we compare this whirling composition with the seascape of 
Vheger (p. 312, Fig. 261) we gain a measure of the boldness of Turner's 
approach. The Dutch artist of the seventeenth century did not only 
paint what he saw at a glance, but also, to some extent, what he knew 
was there. He knew how a ship was built and how it was rigged, and, 
looking at his painting, we might be able to reconstrua these vessels. 
Nobody could reconstrua a nineteenth-centur\' steamer from Turners 
seascape. AH he gives us is the impression of the dark hull, of the flag 
flying bravely from the mast—of a battle with the raging seas and 
threatening squalls. We almost feel the rush of the wind and the im¬ 
pact of the waves. We have no time to look for details. They are swal¬ 
lowed up by the dazzling hght and the dark shadows of the storm 
cloud. I do not know whether Turner ever saw a storm of this kind, nor 
even whether a blizzard at sea really looks like this. But I do know that 
it is a storm of this awe-inspiring and overwhelming kind that we ima¬ 
gine when reading a romantic poem or hstening to romantic music. In 
Turner, nature always reflects and expresses man's emotions. We feel 
small and overwhelmed in the face of the powers we cannot control, 
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and are compelled to admire the artist who had nature's forces at his 
command. 

Constable’s ideas were very different. To him the tradition which 
Turner wanted to rival and surpass was not much more than a nuis¬ 
ance. He wanted to paint what he saw with his own eyes—not with 
those of Claude Lorrain. It might be said that 2A* 

The Break in Tradition 



315. turner: The Founding of Carthage, painted in 1815. London, Na¬ 
tional Gallery 

he continued where Gainsborough had left off (p. 353, Fig. 297). But 
even Gainsborough had still selected motifs which were 'picturesque' 
by traditional standards. He had still looked at nature as a pleasing 
setting for idyllic scenes. To Constable all these ideas were unimport¬ 
ant. He wanted nothing but the truth. The fashionable landscape 
painters who still took Claude as their model had developed a number 
of easy tricks by which any amateur could compose an effective and 
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pleasing picture. An impressive tree in the foreground would serve as 
a striking contrast to the distant view that opened up in the centre. 
The colour scheme was neatly worked out. Warm colours, preferably 
brown and golden tones, should be in the foreground. The background 
should fade into pale blue tints. There were recipes for painting 
clouds, and special tricks for imitating the bark of gnarled oaks. Con¬ 
stable despised all these set-pieces. The story goes that a friend re¬ 
monstrated with him for not giving his foreground the requisite mel¬ 
low brown of an old violin, and that Constable thereupon took a violin 
and put it before him on the grass to show the friend the difference 
between the fresh green as we see it and the warm tones demanded by 
convention. But Constable had no wish to shock people by daring in¬ 
novations. All he wanted was to be faithful to his own vision. He went 
out to the countryside to make sketches from nature, and then elabor¬ 
ated them in his studio. His sketches (Fig. 313) are often bolder than 
his finished pictures, but the time had not yet come when the public 
would accept the record of a rapid impression as a work worthy to be 
shown at an exhibition. Even so, his finished pictures caused a sensa¬ 
tion when 
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316. CASPAR DAVID friedrich: Landscape in the Silesian Mountains. 
About 1815-20. 

Munich, Neue Pmakothek 

they were first shown. Fig. 312 shows the painting which made Con¬ 
stable famous in Paris when it was shown there in 1824. It represents 
a simple rural scene, a hay-wain fording a river. We must lose 
ourselves in the picture, watch the patches of sunhght on the meadows 
in the backgroxmd and look at the drifting clouds; we must follow the 
course of the river, and linger by the mill which is painted with such 
restraint and simplicity, to appreciate the artist's absolute sincerity, 
his refusal to be more impressive than nature, and his complete lack of 
pose or pretentiousness. 

The break with tradition had left artists with the two possibihties 
which were embodied in Turner and Constable. They could become 
poets in painting, and seek moving and dramatic effects, or they could 
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decide to keep to the motif in front of them, and explore it with all the 
insistence and honesty at their cotmnand. There were cenainly great 
artists among the Romantic painters of Europe, men such as Turner's 
contemporary, the German painter Caspar David Friedrich 
(1774-1840), whose landscape pictures reflect the mood of the Ro¬ 
mantic IvTical poetry of his time which is more familiar to us through 
Schubert's songs. His painting of a bleak mountain scenery- (Fig. 316) 
may even remind us of the spirit of Chinese landscape paintings (p. 
107, Fig. 97) which also comes so close to the ideas of poetry. But 

The Break in Tradition 

however great and deserved was the popular success which some of 
these Romantic painters achieved in their days, we beheve today that 
those who followed Constable's path and tried to explore the visible 
world rather than to conjure up poetic moods, achieved something of 
more lasting importance. 



317. The new role of 'official exhibitions': Charles X of France distrib¬ 
uting decorations in the Paris 'Salon' of 1824. Painting by F. c. heim. 
Paris, Louvre 
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CHAPTER 25 • REVOLUTION IX PERMAXENXE The Nineteenth 
Century 



31S. ,-i 


. state' bialding: the Houses of Parliament, London. Designed 1 
BARRY and A. w. K. PUGIK in 1835 

WHAT I have called the break in tradition, which marks the period of 
the Great Revolution in France, was bound to change the whole situ¬ 
ation in which artists hved and worked. The academies and exhibi¬ 
tions, the critics and connoisseurs, had done their best to introduce a 
distinction between An with a capital A and the mere exercise of a 
craft, be it that of the painter or the builder. Now these foimdations on 
which an had rested throughout its existence were being undermined 
from another side. The Industrial Revolution began to destroy the 
ver\- traditions of soUd craftsmanship ; handiwork gave way to ma¬ 
chine production, the workshop to the factory. 

The most immediate results of this change were visible in architecture. 
The lack of soUd craftsmanship, combined with a strange insistence 
on 'st\-le' and 'beaut}-', nearly killed it. The amount of building done 
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in the nineteenth centur}' was probably greater than in all former peri¬ 
ods taken together. It was the time of the vast expansion of cities in 
Europe and x A merica that turned whole traas of coimtn,' into 'built-up 
areas'. But this time of unlimited building activity- had no natural 
st>'le of its own. The rules of thumb and pattern books, which had so 
admirably ser\'ed 

their turn up to the Georgian period, were generally discarded as too 
simple and too 'inartistic'. The business man or town committee who 
planned a new factory, railway station, school building or museum, 
wanted Art for their money. Accordingly, when the other specifica¬ 
tions had been fulfilled, the architect was commissioned to provide a 
facade in the Gothic style, to turn the building into the semblance of a 
Norman castle, a Renaissance palace, or even an Oriental mosque. 
Certain conventions were more or less accepted, but they did not help 
much to improve matters. Churches were more often than not built in 
the Gothic style because this had been prevalent in what was called the 
Age of Faith. For theatres and opera houses the theatrical Baroque 
5t\ie was often considered suitable, while palaces and ministries were 
thought to look most dignified in the stately forms of the Italian 
Renaissance. 

It would be unfair to assume that there were no gifted architects in the 
nineteenth century. There certainly were. But the situation of their art 
was all against them. The more conscientiously they studied to imitate 
the bygone styles, the less their designs were likely to be adapted to 
the purpose for which they were intended. And if they decided to be 
ruthless with the conventions of the stj'le they had to adopt, the result 
was usually not too happy either. Some nineteenth-centmy architects 
succeeded in finding a way between these two unpleasant alternatives, 
and in creating works which are neither sham antiques nor mere freak 
inventions. Their buildings have become landmarks of the cities in 
which they stand, and we have come to accept them almost as if they 
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were part of the natural scenery. This is true, for instance, of the 
Houses of Parhament in London (Fig. 318), whose history is character¬ 
istic of the difficulties under which architects of the period had to 
work. When the old chamber burned down in 1834, a competition was 
organized, and the jury's choice fell on the design of Sir Charles Barry 
(1795-1863), an expert on the Renaissance style. It was found, 
however, that England's civil hberties rested on the achievements of 
the Middle Ages, and that it was right and proper to erect the shrine of 
British Freedom in the Gothic st}le—a point of view, by the way, which 
was still universally accepted when the restoration of the chamber 
after its destruction by German bombers was discussed after the last 
war. Accordingly, Barry had to seek the advice of an expert on Gothic 
details, A. W. N. Pugin (1812-52), whose father had been an ardent 
champion of the Gothic revival. The collaboration amounted more or 
less to this—that Barn,- was allowed to determine the overall shape 
and grouping of the building, while Pugin looked after the decoration 
of the fagade and the interior. To us this would hardly seem a very sat¬ 
isfactory procedure, but the outcome was not too bad. Seen from the 
distance, through the London mists, Barry's outhnes do not lack a cer¬ 
tain dignity; and, seen at close quarters, the Gothic details still retain 
something of their Romantic appeal. 

In painting or sculpture, the conventions of 'style' play a less promin¬ 
ent part, and it might thus be thought that the break in tradition af¬ 
fected these arts less; but 

this was not the case. The hfe of an artist had never been without its 
troubles and anxieties, but there was one thing to be said for the 'good 
old days'—no artist need ask himself why he had come into the world 
at all. In some ways his work had been as well defined as that of any 
other calling. There were always altar-paintings to be done, portraits 
to be painted; people wanted to buy pictures for their best parlours, or 
commissioned frescoes for their country houses. In all these jobs he 
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could work on more or less pre-established lines. He dehvered the 
goods which the patron expected. True, he could produce indiEFerent 
work, or do it so superlatively well that the job in hand was no more 
than the starting point for a transcendent masterpiece. But his posi¬ 
tion in hfe was more or less secure. It was just this feeling of security 
that artists lost in the nineteenth century'. The break in tradition had 
thrown open to them an unlimited held of choice. It was for them to 
decide whether they wanted to paint landscapes or dramatic scenes 
from the past, whether they chose subjects from Milton or the classics, 
whether they adopted the restrained maimer of David's classic revival 
or the fantastic manner of the Romantic masters. But the greater the 
range of choice had become, the less likely was it that the artist's taste 
would coincide with that of his pubUc. Those who buy pictures usually 
have a certain idea in mind. They want to get something ver\' similar 
to what they have seen elsewhere. In the past, this demand was easily 
met by the artists because, even though their work differed greatly in 
artistic merit, the works of a period resembled each other in many re¬ 
spects. Now that this unity of tradition had disappeared, the artist's re¬ 
lations with his patron were only too often strained. The patron's taste 
was fixed in one way: the artist did not feel it in him to satisfy that de¬ 
mand. If he was forced to do so for want of money, he felt he was mak¬ 
ing 'concessions', and lost his own self-respect and the esteem of oth¬ 
ers. If he decided to follow only his iimer voice, and to reject any com¬ 
mission that was not reconcilable with his idea of art, he was Uterally 
in danger of starvation. Thus a deep cleavage developed in the nine¬ 
teenth centur\’ between those artists whose temperament or convic¬ 
tions allowed them to follow conventions and to satisfy the pubhc's de¬ 
mand, and the others who gloried in their seh"-chosen isolation. \XTi- 
at made matters worse was that the Industrial Revolution and the de¬ 
cline of craftsmanship, the rise of a new middle class which often 
lacked tradition, and the production of cheap and shoddy goods which 
masqueraded as 'art', had brought about a deterioration of pubhc 
taste. 
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The distrust between artists and the pubUc was generally mutual. To 
the success-fiil business man, an artist was hide better than an impost¬ 
or who demanded ridiculous prices for something that could hardly be 
called honest work. Among the artists, on the other hand, it became an 
acknowledged pastime to 'shock the burghers' out of their compla¬ 
cency' and to leave them bewildered and bemused. Artists began to see 
themselves as a race apart, thev grew long hair and beards, they 

dressed in velvet or corduroy, wore broad-brimmed hats and loose 
ties, and generally stressed their contempt for the conventions of the 
'respectable'. This state of affairs was hardly soimd, but it vi A as per¬ 
haps inevitable. And it must be acknowledged that, though the career 
of an artist was beset with the most dangerous pitfalls, the new condi¬ 
tions also had their compensations. The pitfalls are obvious. The artist 
who sold his soul and pandered to the taste of those who lacked taste 
was lost. So was the artist who dramatized his situation, who thought 
of himself as a genius for no other reason than that he found no buy¬ 
ers. But the situation was only desperate for weak characters. For the 
wide range of choice, and the independence of the patron's whim, 
which had been acquired at such high cost, also held its advantages. 
For the first time, perhaps, it became true that art was a perfect means 
of expressing individuality—provided the artist had an individuality to 
express. 

To many this may soimd like a paradox. They think of all art as a 
means of 'expression', and to some extent they are right. But the mat¬ 
ter is not quite so simple as it is sometimes thought to be. It is obvious 
that an Egyptian artist had little opportunity of expressing his person¬ 
ality. The rules and conventions of his style were so strict that there 
was very little scope for choice. It really comes to this— that where 
there is no choice there is no expression. A simple example will make 
this clear. If we say that a woman 'expresses her individuality' in the 
way she dresses, we mean that the choice she makes indicates her 
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fancies and preferences. We need only watch an acquaintance buying a 
hat and try to find out why she rejects this and selects the other. It al¬ 
ways has something to do with the way she sees herself and wants oth¬ 
ers to see her, and every such aa of choice can teach us something 
about her personality. If she had to wear a uniform there might still 
remain some scope for 'expression', but obviously much less. Style is 
such a uniform. True, we know that as time went on the scope it af¬ 
forded the individual artist increased, and with it the artist's means of 
expressing his personality. Everyone can see that Fra Angehco was a 
different ty’pe of man from Masaccio, or that Rembrandt was a differ¬ 
ent character from Vermeer van Delft. Yet none of these artists was 
deliberately making his choice in order to express his personality. He 
did it only incidentally, as we express ourselves in everything we 
do—whether we Ught a pipe or run after a bus. The idea that the true 
purpose of art was to express personality could only gain ground when 
an had lost every other purpose. Nevertheless, as things had de¬ 
veloped, it was a true and valuable statement. For what people who 
cared about art came to look for in exhibitions and studios was no 
longer the display of ordinar}' skill—that had become too common to 
warrant attention—they wanted art to bring them into contaa with 
men with whom it would be worth while to converse: men whose work 
gave evidence of an incorruptible sincerity, artists who were not con¬ 
tent with borrowed effects and who would not make a single stroke of 
the brush without asking themselves whether it satisfied their artistic 
conscience. 

Revolution in Permanence 
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319 - DELACROIX: Arabic Fantasy. First exhibited in the Salon of 
1834. Montpellier, Musee Fabr>' 

The history- of niiieteenth-centurs' painting, as we usually see ir 
today, is really the histon.' of a handful of such sincere men whose in¬ 
tegrity- of purpose led them to defy convention, not in order to gain 
notoriety-, but so that they might explore new possibihties undreamt 
of by previous generations. 

The stage on which these dramatic clashes took place was the art 
world of Paris. For, in the nineteenth century, Paris had become a 
centre of painting much as Florence had been in the fifteenth century-, 
and Rome in the seventeenth. The history of France since the Great 
Revolution is punctuated by a series of successive overthrows of the 
established order in 1830, 1848 and 1871. The history of painting in 
Paris looks somewhat similar. There, too, we have successive waves of 
revolution, each generation tr\-ing to sweep away yet more of the con¬ 
ventions in which the official art of the academies had got stuck. 
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The first of these rebels was bom in the eighteenth century-. He was 
Eugene Delacroix (1799-1863). Delacroix revolted against the school of 
David (p. 365, Fig. 307) and the standards for which it stood. He had 
no patience with all the talk about the Greeks and Romans, with the 
insistence on correa drawing, and the constant imitation of classical 
statues. He believed that, in painting, colour was much more import¬ 
ant than draughtsmanship, and imagination than knowledge. While 
David and his school cultivated the Grand Manner and admired 
Poussin and Raphael, Delacroix shocked the connoisseurs by prefer¬ 
ring the Venetians and 
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320. millet: The Gleaners. 1857. Paris, Louvre 

Rubens. He was tired of the learned subjects the academy wanted 
painters to illustrate, and went to North Africa to study the glowing 
colours and romantic trappings of the Arab world. Fig. 319 shows one 
of the fruits of his journey. Everything in the picture is a denial of all 
that painters like David had preached. There is no clarity of outline 
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here, no modelling of the nude in carefully graded tones of hght and 
shade, no poise and restraint in the composition, not even a patriotic 
or edifying subject. All the painter wants is to make us partake in an 
intensely exciting moment, and to share his joy in the movement and 
romance of the scene, with the Arab cavalry sweeping past, and the 
fine thoroughbred rearing in the foreground. It was Delacroix who ac¬ 
claimed Constable's picture in Paris (p. 370, Fig. 312), though in his 
personality and choice of romantic subjects he is perhaps more akin to 
Turner. 

The next revolution was mainly concerned with the conventions 
governing subject-matter. In the academies the idea was still prevalent 
that dignified paintings must represent dignified personages, and that 
workers or peasants provided suitable subjects only for genre scenes 
in the tradition of the Dutch masters (p. 319). During the time of the 
Revolution of 1848, a group of artists gathered in the French village of 
Barbizon to follow the programme of Constable and look at nature 
with fresh eyes. One of them, Frangois Millet (1814-75), decided to ex¬ 
tend this programme from landscapes to figures. He wanted to paint 
scenes from peasant life as 
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it really was, to paint men and women at work in the fields. It is curi¬ 
ous to reflect that this should have been considered revolutionary, but 
in the art of the past such scenes of men at work were introduced only 
when they fitted into the subject which was to be illustrated. Fig. 320 
represents Millet’s famous picture 'The Gleaners'. There is no dramatic 
incident represented here: nothing in the way of an anecdote. Just 
three hard-working people on a flat field where harvesting is in pro¬ 
gress. They are neither beautiful nor graceful. There is no suggestion 
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of the country idyll in the picture. These peasant women move slowly 
and heavily. They are all intent on their work. Millet has done 
everything to emphasize their square and solid build and their deliber¬ 
ate movements. He modelled them firmly and in simple outlines 
against the bright sunht plain. Thus his three peasant women assumed 
a dignity more natural and more convincing than that of academic 
heroes. The arrangement, which looks casual at first sight, supports 
this impression of tranquil poise. There is a calculated rhythm in the 
movement and distribution of the figures which gives stability to the 
whole design and makes us feel that the painter looked at the work of 
harvesting as a scene of solemn significance. 

The painter who gave a name to this movement was Gustave Courbet 
(1819-77). When he opened a one-man show in a shack in Paris in the 
year 1855, he called it 'Le Reahsme, G. Courbet'. His 'realism' was to 
mark a revolution in art. Courbet wanted to be the pupil of no one but 
nature. To some extent, his character and programme resembled that 
of Caravaggio (p. 291, Fig. 245). He wanted not pretti-ness but truth. 

In the picture of Fig. 321 he has represented himself walking across 
country with his painter's tackle on his back, respectfully greeted by 
his friend and patron. He called the picture 'Bonjour, Monsieur 
Courbet'. To anyone used to the show-pieces of academic art, this pic¬ 
ture must have seemed downright childish. There are no graceful 
poses here, no flowing lines, no impressive colours. Compared with its 
ardess arrangement, even the composition of Millet's 'The Gleaners" 
looks calculated. The whole idea of a painter representing himself in 
shirtslee\'es as a kind of tramp must have appeared as an outrage to 
the 'respectable' artists and their admirers. This, at any rate, was the 
impression Courbet wanted to make. He wanted his pictures to be a 
protest against the accepted conventions of his day, to 'shock 
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321. courbet: 'Bonjour, Monsieur Courbc!\ Montpellier, Museum 
Revolutioti in Permanence 
t 

the bourgeois' out of his complacency, and 
aaaa^aaaajt''a 0 p roc ] a j m the value of uncompromis- 
AAA BS J AA A Bhi i A g artistic sincerit}' as against the deft 
A A A » WI A A A A B A A . handling of traditional cliches. Sincere 
Courbet's pictures undoubtedly are. 'I 
hope', he wrote in a characteristic letter in 
1854, 'always to earn my living by my art 
without having ever deviated by even a 
hair's breadth from my principles, without 
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having hed to my conscience for a single 

moment, without painting even as much as 

can be covered by a hand only to please 

anyone or to sell more easily.' Courbet's 

I a *yM \ \ 4 a ■■ i dehberate renunciation of easy effects, and 

Im A A K A A 11 A H A HMCfll his determination to render the world as 

" AA m/ A AA AA AAAp jj e saw encouraged many others to flout 

convention and to follow nothing but their own artistic conscience. 

The same concern for sincerit A », the same impatience with the theat¬ 
rical pretentiousness of official art, that led the group of the Barbizon 
painters and Courbet towards 'ReaHsm', caused a group of Eng-hsh 
painters to take a vet}- different path. They pondered about the reas¬ 
ons which had led art into such a dangerous rut. They knew that the 
academies claimed to represent the tradition of Raphael and what was 
known as the 'Grand Maimer'. If that was true, then art had obviously 
taken a WTong turning with, and through, Raphael. It was he and his 
followers who had exalted the methods of 'idealizing' nature and of 
striving towards beauty at the expense of realit}'. If art was to be re¬ 
formed, it was therefore necessar}’ to go further back than Raphael, to 
the time when artists were still 'honest to God' craftsmen, who did 
their best to copy nature, while thinking not of earthly glor}-, but of 
the glorj- of God. Beheving, as they did, that an had become insincere 
through Raphael and that it behoved them to return to the 'Age of 
Faith', this group of friends called themselves the 'Pre-Raphaehte 
Brotherhood'. One of its most gifted members was the son of an Italian 
refugee, Dante Gabriel Rossetti (1828-82). Fig. 322 shows Rossettis 
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painting of the '.Annunciation'. Usually, this theme was represented 
on the pattern of the medieval representations such as p. 154, Fig. 141. 
Rossetti's intention to return to the spirit of the medieval masters did 
not mean that he wanted to copy their pictures. What he desired to do 
was to emulate their attitude, to read 



322. rossetti: 'Ecce Ancilla Domini'. 

Between 1849 and 1853. London, 

Tate Gallery 

the biblical narrative with a devout heart, and to \isualize this scene 
when the angel came to the Virgin and saluted her: 'And when she saw 
him, she was troubled at his saying and cast in her mind what manner 
of salutation this should be' (Luke i. 29). \X’e can see how Rossetti 
strove for simplicity and sinceritA- in his new rendering, and how 
much he wanted to let us see the ancient story with a fresh mind. But, 
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for all his intention to render nature as faithfully as the admired 
Florentines of the Quattrocento had done, some will feel that the Pre- 
RaphaeUte Brotherhood set itself an imattainable goal. To admire the 
naive faith of the so-called primitives is one thing, to strive for it one¬ 
self is another. For these are virtues which the best will in the world 
cannot help us to attain. Far from being unsophisticated, the paintings 
of the Pre-Raphaelites are utterly self-conscious. Thus, while their 
starting point was similar to that of Millet and Courbet, their honest 
endeavour landed them in a blind alley. Their intention, to become 
new primitives, was too self-contradictory to succeed. The expressed 
intention of the French masters, to explore nature regardless of con¬ 
vention, proved much more fruiclul. 

The third wave of revolution in France (after the first wave of 
Delacroix and the second wave of Courbet) was started by Edouard 
Manet (1832-83) and his friends. These artists took Courbet's pro¬ 
gramme very seriously. Thev looked out for conventions in painting 
which had become stale and meaningless. They found that the whole 
claim of traditional art to ha\e discovered the way to represent nature, 
as we see it, was based on a misconception. At the most, they would 
concede that traditional art had found a means of representing men or 
objects under verv artificial conditions. Painters let their models pose 
in their studios where the light falls through the window, and made 
use of the slow transition from fight to shade to give the impression of 
roimdness and sofidit}'. The art students at the academies were 
trained from the beginning to base their pictures on this interplay 
bet\veen light and shade. At first, they usually drew from plaster casts 
taken from antique statues, which they carefully modelled through dif¬ 
ferent densities of shading. Once they acquired this habit, they applied 
it to all objects. The public had become so accustomed to seeing things 
represented in this manner that they had forgotten that in the open air 
we do not usually perceive such even gradations from dark to light. 
There are harsh contrasts in the sunlight. Objects taken out of the 
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artificial conditions of the artist's studio do not look so round or so 
much modelled as plaster casts from the antique. The parts which are 
lit appear much brighter than in the snidio, and even the shadows are 
not uniformly grey or black, because the reflections of light from sur¬ 
rounding objects afiect the colour of these unlit parts. If we trust our 
eyes, and not our preconceived ideas of what things ought to look like 
according to academic rules, we shall make the most exciting 
discoveries. 

That such ideas were first considered extravagant heresies is hardly 
surprising. We have seen throughout this story of art how much we are 
all inclined to judge 
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323. manet: The Balcony. First exhibited in the Paris Salon of 1869. 
Paris, Louvre 

pictures by what we know rather than by what we see. We remember 
how the Egyptian artists foimd it inconceivable to represent a figure 
without showing each part from its most characteristic angle. They 
knew what a foot, an eye, or a hand 'looked like', and they fitted these 
parts together to form a complete man. To represent a figure with one 
arm hidden from view, or one foot distorted by foreshortening, would 
have seemed to them outrageous. We remember that it was the Greeks 
who succeeded in breaking down this prejudice, and allowed 
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foreshortening in pictures (p. 54, Fig. 49). We remember how the im¬ 
portance of knowledge came to the 
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324. man'ET; TJie Races at Longchamp. Lithograph, about 1872 

fore again in early Qiristian and medieval art (p. 95, Fig. 87) and re¬ 
mained so till the Renaissance. Even then the importance of theoretic¬ 
al knowledge of what the world ought to look like was enhanced rather 
than diminished through the discoveries of scientific perspective and 
the emphasis on anatomy (p. 167). The great artists of subsequent 
periods had made one discover}' after another which allowed them to 
conjure up a convincing picture of the visible world, but none of them 
had seriously challenged the conviction that each object in nature has 
its definite fixed form and colour which must be easily recognizable in 
a painting. It may be said, therefore, that Manet and his followers 
brought about a revolution in the rendering of colours which is almost 
comparable with the revolution in the representation of forms brought 
about by the Greeks. They disco\ered that, if we look at nature in the 
open, we do not see individual objeas each with its own colour but 
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rather a bright medley of tones which blend in our eye or really in our 
mind. 

These discoveries were not made all at once or all by one man. But 
even Manet's first paintings in which he abandoned the traditional 
method of mellow shading in favour of strong and harsh contrasts 
caused an outer}’ among the conser\'ative artists. In 1863 the academ¬ 
ic painters refused to show his works in the official exhibition called 
the Salon. An agitation followed which prompted the authorities to 
show all works condemned by the jury in a special show called the 
'Salon of the Rejeaed'. The pubhc went there mainly to laugh at the 
poor deluded tyros who 

had refused to accept the verdict of their betters. This episode marks 
the first stage of a battle which was to rage for nearly thirt}- years. It is 
difficult for us to conceive the violence of these quarrels between the 
artists and the critics, all the more since the paintings of Manet strike 
us today as being essentially in the tradition of the greatest masters of 
the past, particvilarly of such painters as Frans Hals (p. 311, Fig. 260) 
and Velazquez fp. 307, Fig. 257). Fig. 323 shows a painting by Manet 
of the year 1869. It is a simple group of people on a balcony. We can 
see how the painter enjoyed the contrast betw-een the full hght of the 
open air and the dark which swallows up the forms in the interior. The 
heads of the ladies are not modelled in the traditional maimer, as we 
shall discover if we compare them with Leonardo's 'Mona Lisa' i A p. 
21S, Fig. 187), Rubens"s portrait of his child (p. 298, Fig. 250), or even 
Velazquez's painting of the 'Infant Prince’ (p. 307, Fig. 257) or 
Gainsborough's 'Miss Haverfield' (p. 351, Fig. 296). However different 
these painters were in their methods they all wanted to create the im¬ 
pression of sohd bodies, and did so through the interplay of shadow 
and hght. Compared with theirs, Manet's heads look flat. The lady in 
the background has not even got a proper nose. We can well imagine 
why this treatment looked like sheer ignorance to those not 
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acquainted with Manet's intentions. But the faa is that in the open air, 
and in the fuU hght of day, round forms sometimes do look flat, like 
mere coloured patches. It was this effect which Manet wanted to ex¬ 
plore. The consequence is that as we stand before one of his pictures it 
looks more immediately real than any old master. We have the illusion 
that we really stand face to face with this group on the balcony. The 
general impression of the whole is not flat but, on the contrar}’, that of 
real depth. One of the reasons for this striking effect is the bold colour 
of the balcony railing. It is painted in a bright green which cuts across 
the composition regardless of the traditional rules of colour harmon¬ 
ies. The result is that this railing seems to stand out quite bodily in 
front of the scene, which thus recedes behind it. The new theories did 
not concern only the treatment of colours in the open air ('Plein Air'), 
but also that of forms in movement. Fig. 324 shows one of Manet's 
hthographs—a method of reproducing drawings made directly on 
stone, which had been invented early in the nineteenth centun,'. At 
first sight, we may see nothing but a confused scrawl. It is the picture 
of a horse-race. Manet wants us to gain the impression of Hght, speed 
and movement by giving nothing but a bare hint of the forms emer¬ 
ging out of the confusion. The horses are racing towards us at full 
speed and the stands are packed with excited crowds. The example 
shows more clearly than any how Manet refused to be influenced in 
his representation of form by his knowledge. None of his horses has 
four legs, A 'e simply do not see the foiu- legs at a momentary glance at 
such a scene. Nor can we take in the details of the spectators. There is 
a famous painting by the Victorian master Frith called 'Derby Day' in 
which the various types in the crowd, and the many incidents of the 
popular event. 
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326. RODIN: The sculptor Jules Dalou. Made in 1883. Paris, Rodin 
Museum 

are depicted with Dickensian humour. Such pictures derive their 
charm mainly from the personal incidents we can imagine when 
studying the various groups at our leisure. But we must realize that in 
actual life we can never take in all these scenes at once. In any given 
moment we can only focus one spot with our eyes— all the rest looks 
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to us hke a jumble of disconnected forms. We may knozc what they 
are, but we do not see them. In this sense, Manet’s hthograph of a 
race-course is really much more 'true' than that of the Victorian hu¬ 
morist. It transports us for an instant to the bustle and excitement of 
the scene which the artist witnessed, and of which he recorded only as 
much as he could vouch for having seen in that instant. Among the 
painters who joined Manet and helped to develop these ideas was a 
poor and dogged young man from Le Havre, Claude Monet 
(1840-1926). It was Monet who urged his friends to abandon the stu¬ 
dio altogether and never to paint a single stroke except in front of the 
'modf. He had a httle boat fined out as a studio to allow- him to ex¬ 
plore the moods and etfects of the river scenery. Manet, who came to 
A isit him, became convinced of the soundness of the younger man's 
methods and paid him a tribute by painting his portrait while at work 
in this open air studio i A Fig. 325). It is at the same time an exercise in 
the new manner advocated by AVonet. For Monets idea that all paint¬ 
ing of nature must actually be finished 'on the spot' not only deman¬ 
ded a change of habits and a disregard of comfort. It was bcimd to res¬ 
ult in new technical methods. 'Nature' or 'the motif changes from 
minute to minute as a cloud passes over the sim or the wind breaks the 
reflection in the water. The painter who hopes to catch a characteristic 
aspect has no leisure to mix and match his colours, let alone to apply 
them in layers on a brown foundation as the old masters had done. He 
must fix them straight on to his canvas in rapid strokes caring less for 
detail than for the general effect of the whole. It was this lack of finish, 
this apparently slapdash approach which UteraUy emaged the critics. 
Even after Aianet himself had gained a certain amount of public recog¬ 
nition through his portraits and figure compositions ±e younger land¬ 
scape painters round Monet found it exceedingly diffictilt to have their 
unorthodox paintings accepted for the 'Salon'. Accordingly they ban¬ 
ded together in 1874 A A A arranged a show in the studio of a photo¬ 
grapher. It contained a picture by Monet which the catalogue de¬ 
scribed as 'Impression: Sunrise'—it was the picture of a harbour seen 
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through the morning mists. One of the critics found this title particu¬ 
larly ridiculous, and he referred to the whole group of artists as 'The 
Impressionists'. He wanted to convey that these painters did not pro¬ 
ceed by sound knowledge, and thought that the impression of a mo¬ 
ment was sutficient to be called a picture. The label stuck. Its mocking 
imdertone was soon forgotten, just as the derogatory meaning of 
terms like 'Gothic', 'Baroque' or 'Mannerism' is now forgotten. After a 
time the group of friends themselves accepted the name Impression¬ 
ists, and as such they have been known ever since. 2B 
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327. MONET: The Gare St. Lazare in Paris. 1877. Paris, Louvre 

It is interesting to read some of the press notices with which the first 
exhibitions of the Impressionists were received. A respected critic 
wrote in 1876: 'The Rue le Peletier is a road of disasters. After the fire 
at the Opera, there is now yet another disaster there. An exhibition has 
just been opened at Durand-Ruel which allegedly contains paintings. I 
enter and my horrified eyes behold something terrible. Five or six 
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lunatics, among them a woman, have joined together and exhibited 
their works. I have seen people rock with laughter in front of these pic¬ 
tures, but my hean bled when I saw them. These would-be artists call 
themselves revolutionaries, 'Impressionists". They take a piece of can¬ 
vas, colour and brush, daub a few patches of colour on them at ran¬ 
dom, and sign the whole things with their name. It is a delusion of the 
same kind as if the iimiates of Bedlam picked up stones from the way- 
side and imagined they had foimd diamonds.' 

It was not only the technique of painting which so outraged the critics. 
It was also the motifs these painters chose. In the past, painters were 
expected to look for a comer of nature which was by general consent 
'picturesque'. Few people realize that this demand was somewhat im- 
reasonable. We call 'picturesque' such motifs as we have seen in pic¬ 
tures before. If painters were to keep to these they would have to re¬ 
peat each other endlessly. It was Claude Lorrain who made Roman ru¬ 
ins 'picturesque' (p. 295, Fig. 248), and Jan van Goyen who turned 
Dutch windmills into 'motifs’ (p. 312, Fig. 262). Constable and Turner 
in England, each in his own way, had discovered new motifs for an. 
Turner's 'Steamship in a Storm' (p. 372, 




Fig. 314) was as new in subject as it was in manner. Claude Monet 
knew Turner's works. He had seen them in London, where he stayed 
during the Franco-Prussian war (1870-1), and they had confirmed him 
in his conviction that the magic effects of light and air counted for 
more than the subject of a painting. Nevertheless, a painting such as 
Fig. 32 A , which represents a Paris railway station, struck the critics as 
sheer impudence. Here is a real 'impression' of a scene from ever\'day 
life. Monet is not interested in the railway station as a place where hu¬ 
man beings meet or take leave—he is fascinated by the effect of light 
streaming through the glass roof on to the clouds of steam, and by the 
forms of engines and carriages emerging from the confusion. Yet there 
is nothing casual in this eye-witness account by a painter. Monet bal¬ 
anced his tones and colours as deliberately as any landscape painter of 
the past. 

The painters of this young group of Impressionists applied their new 
principles not only to landscape painting but to any scene of real hfe. 
Fig. 328 shows a painting by Auguste Renoir (1841-1919) which rep¬ 
resents an open-air dance in Paris, painted in 1876. \ A ’hen Jan Steen 
(p. 319, Fig. 267) represented such a scene of reveln.-, he was eager to 
depict the various humorous t}-pes of the people, A 'atteau, in his 
dream scenes of aristocratic festivals (p. 341, Fig. 289) wanted to cap¬ 
ture the mood of a carefree existence. There is something of both in 
Renoir. He, too, has an eye for the behaviour of the gay crowd and he, 
too, is enchanted by festive beaut}-. But his main interest Ues else¬ 
where. He wants to conjure up the gay medley of bright colours and to 
study the effect of sunlight on the whirling throng. Even compared to 
Manet"s painting of Monet's boat, the piaure looks 'sketchy' and unfin¬ 
ished. Only the heads of some figures in the foreground are shown 
with a certain amount of detail, but even they are painted in the most 
imconventional and daring maimer. The eyes and forehead of the sit¬ 
ting lady lie in the shadow while the sun plays on her mouth and chin. 
Her bright dress is painted with loose strokes of the brush, bolder even 
than those used by Frans Hals (p. 311, Fig. 260) or Velazquez (p. 307, 
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Fig. 257). But these are the figxires we focus. Beyond, the forms are in¬ 
creasingly dissolved in sunlight and air. We are reminded of the way in 
which Francesco Guardi p. 333, Fig. 280) conjured up the figures of 
his Venetian oarsmen vsith a few patches of colour. After the lapse of 
more than seventy years it is hard for us to understand why these pic¬ 
tures aroused such a storm of derision and indignation. NX'e realize 
without difficulty that the apparent sketchiness has nothing whatever 
to do with carelessness but is the outcome of great artistic wisdom. If 
Renoir had painted in ever\' detail, the picture would look dull and 
lifeless. We remember that a similar conflict had faced artists once be¬ 
fore, in the fifteenth centun.-, when they had first discovered how to 
mirror nature. We remember that the very triumphs of naturalism 
and of perspective had led to their figures looking somewhat rigid and 
wooden, and that it was only the genius of Leonardo that over- 
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328. RENOIR: A Danci j: :>:i ■Moulin de la Galene'. 1876. Paris, 
Louvre 
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came this difficult}' by letting the forms intentionally merge into dark 
shadows— the device that was called 'sfimjuto' (p. 218, Fig. 187). It 
was their discover}' that dark shadows of the kind Leonardo used for 
modelling do not occux in sunlight and open air, which barred this tra¬ 
ditional way out to the Impressionists. Hence, they had to go farther in 
the intentional blurring of outlines than any previous generation had 
gone. They knew that the human eye is a man-ellous instrument. You 
need only give it the right hint and it builds up for you the whole form 
which it knows to be there. But one must know how to look at such 
paintings. The people who first visited the Impressionist exhibition 
obviously poked their noses into the pictures and saw nothing but a 
confusion of casual brush-strokes. That is why they thought these 
painters must be mad. 

Faced with such paintings as Fig. 329 in which one of the oldest and 
most methodical champions of the movement, Camille Pissarro 
(1830-1903), evoked the 'impression' of a Paris boulevard in sunshine, 
these outraged people would ask: 'If I walk along the boulevard—do I 
look like this ? Do I lose my legs, my eyes and my nose and turn into a 
shapeless blob ?' Once more it was their knowledge of what 'belongs' 
to a man which interfered with their judgement of what we really see. 

It took some lime before the public learned that to appreciate an Im¬ 
pressionist painting one has to step back a few yards, and enjoy the 
miracle of seeing these puzzling patches suddenly fall into place and 
come to life before our eyes. To achieve this miracle, and to transfer 
the actual visual experience of the painter to the beholder, was the true 
aim of the Impressionists. 
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329. PissARRo: The Bouleiard Moiitnuirrrc. 1S97. Washington, Na¬ 
tional Gallery of Art 

The feeling of a new freedom and a new power which these artists had 
must have been truly exhilarating; it must have compensated them for 
much of the derision and hostility' they encountered. Suddenly the 
whole world offered fit subjects to the painter’s brush. Wherever he 
discovered a beautiful combination of tones, an interesting configura¬ 
tion of colours and forms, a satisfying and gay patchwork of sunhght 
and coloured shades, he could set down his easel and try to transfer 
his impression on to the canvas. All the old bogeys of 'dignified 
subject-matter’, of 'balanced compositions', of 'correct drawing' were 
laid to rest. The artist was responsible to no one but his own sensib¬ 
ilities for what he painted and how he painted it. 

Perhaps painters would not have achieved this freedom so quickly and 
thoroughly had it not been for two allies which helped people of the 
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nineteenth century to see the world with a different eye. One of these 
allies was photography. In the early days this invention had mainly 
been used for portraits. Very long exposures were necessary, and 
people who sat for their photographs had to be propped up in a rigid 
posture to be able to keep still so long. The development of the port¬ 
able camera, and of the snapshot, began during the same years which 
also saw the rise 

of Impressionist painting. The camera helped to discover the charm of 
the fortuitous view and of the unexpected angle. Moreover, the devel¬ 
opment of photography was boimd to push artists further on their way 
of exploration and experiment. There was no need for painting to per¬ 
form a task which a mechanical device could perform better and more 
cheaply. We must not forget that in the past the art of painting sened a 
number of utihtarian ends. It was used to record the likeness of a not¬ 
able person or the view of a coimtr}- house. The painter was a man 
who could defeat the transitory nature of things and presers'e the as¬ 
pect of any object for posterity. We should not know what the dodo 
looked Hke, had not a Dutch seventeenth-century painter used his 
skill in portraying a specimen shortly before these birds became ex¬ 
tinct. Photography in the nineteenth centur}' was about to take over 
this function of piaorial art. It was a blow to the position of artists, as 
serious as had been the abolition of religious images by Protestantism 
(p. 274). Before that invention nearly every" self-respecting person sat 
for his portrait at least once in his lifetime. Now people rarely under- 
A vent this ordeal unless they wanted to oblige and help a painter- 
friend. So it came about that artists were increasingly compelled to ex¬ 
plore regions where photography could not follow them. In fact, mo¬ 
dem art would hardly have become what it is without the impact of 
this invention. 

The second ally which the Impressionists found in their adventurous 
quest for new motifs and new colour-schemes was the Japanese 
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colour-print. The an of Japan had develojjed out of Chinese art (p. 
io8y and had continued along these lines for nearly a thousand years. 
In the eighteenth century, however, perhaps under the influence of 
Europ>ean prints, Japanese artists had abandoned the traditional mo¬ 
tifs of Far Eastern art, and had chosen scenes from low life as a subjea 
for coloured woodcuts which combined great boldness of invention 
with masterly technical perfection. Japanese connoisseurs did not 
think very highly of these cheap products. They preferred the austere 
traditional manner. When Japan was forced, in the middle of the nine¬ 
teenth century, to enter into trade relations with Europe and America, 
these prints were often used as wrappings and paddings, and could be 
picked up cheaply in tea-shops. Artists of xVlanet's circle were the first 
to appreciate their beauty, and to collect them eagerly. Here they 
foimd a tradition unspoilt by those academic rules and chches which 
the French painters strove to get rid of. The Japanese prints helped 
them to see how much of the European conventions still remained 
with them without their having noticed it. The Japanese relished every 
vmexpeaed and unconventional asfject of the world. Their master, 
Hokusai (1760-1849,,, would represent the moimtain Fujiyama seen as 
by chance behind a scaffolding Tig. 330 A ; Utamaro ’1753-1806; would 
not hesitate to show some of his figures cut off by the margin of a print 
or a curtain 'Fig. 33i A . It was this daring disregard of an elementary 
rule of European painting that struck the Impressionists. They dis¬ 
covered in this rule a last hide-out of the ancient domination of know- 
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330 - HOKCSAI: 77k Fuji sien beltinj a astern. 

Coloured woodcut from the Htouind Viecss of the Fufi 
published in IS 34 

ledge over vision. Why should a painting alwa\"s show the whole of a 
relevant part of each figure of a scene ? The painter who was most 
deeply impressed by these possibihties was Edgar Degas i834-191- a 
D egas was a little older than Monet and Renoir. He belonged to the 
generation of Manet and, like him, kept somewhat aloof fixjm the Im¬ 
pressionist group though he was in sympathy with most of their aims. 
Degas was passionately interested in design and draughtsmanship. In 
his portraits Fig. 333' he wanted to bring out the impression of space 
and of sohd forms seen from the most unespeaed angles. That is also 
why he liked to take his 






587/730 



33 : UT. A MARo: C'liT.T.'V: A ' H A usc, ci-errir: A . Coloured woodcut 
abou: 
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332. degas: 'Awaiting the Cue'. Pastel. 1879. New York, Private 
Collection 

subjects from the ballet rather than from out-door scenes. \X'atching 
rehearsals, Degas had an opportunity of seeing bodies in all attitudes 
and from all sides. Looking down on to the stage from above, he would 
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see the girls dancing, or resting, and would study the intricate fore¬ 
shortening and the effect of stage-lighting on the modelling of the hu¬ 
man form. Fig. 332 shows one of the pastel sketches made by Degas. 
The arrangement could not be more casual in appearance. Of some of 
the dancers we see only the legs, of some only the body. Only one fig¬ 
ure is seen complete, and that in a posture which is intricate and diffi¬ 
cult to read. We see her from above, her head bent forward, her left 
hand clasping her ankle, in a state of complete relaxation. There is no 
story in Degas's pictures. He was not interested in the balleteuses be¬ 
cause they were prett>' girls. He did not seem to care for their moods. 
He looked at them with the same dispassionate objectivity' with which 
the Impressionists looked at the landscape around them. What 
mattered to him was the interplay of Ught and shade on the human 
form, and the way in which he could suggest movement or space. He 
proved to the academic world that, far from being incompatible with 
perfect draughtsmanship, the new principles of the yoimg artists were 
posing new problems which only the most consummate master of 
design could solve. 

The main principles of the new movement could find full expression 
only in painting, but sculpture, too, was soon drawn into the battle for 
or against 'modem-ism'. The great French sculptor Auguste Rodin 
(1840-1917) was born in the same 
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333 - degas: Utjcle and Niece. About 1875. Chicago Art Institute 


year as Monet. As he was an ardent student of classical statues and of 
Michelangelo there need have been no fundamental conflict between 
him and traditional art. In fact, Rodin soon became an acknowledged 
master, and enjoyed a public fame as great as, if not greater than, that 
of any other artist of his time. But even his works were the object of vi¬ 
olent quarrels among the critics, and were often lumped together with 
those of the Impressionist rebels. The reason may become clear if we 
look at one of his portraits (Fig. 326). Like the Impressionists, Rodin 
despised the outward appearance of 'finish'. Like them, he preferred to 
leave something to the imagination of the beholder. Sometimes he 
even left part of the stone standing to give the impression that his fig¬ 
ure was just emerging and taking shape. To the average public this 
seemed to be an irritating eccentricity if not sheer laziness. Their ob¬ 
jections were the same as those which had been raised against Tintor¬ 
etto (p. 272). To them artistic prefection still meant that everything 
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should be neat and polished. In disregarding these petty conventions 
Rodin helped to assert the artist's right to declare his work finished 
when he had reached his artistic aim. As no one could say that his pro¬ 
cedure resulted from ignorance, his influence did much to pave the 
way for the acceptance of Impressionism outside the narrow circle of 
its French admirers. 
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334. whistler: 'Arra?igemeni in Grey and Black' (portrait of the artist's 
mother). 

1871. Paris, Louvre 

The movement of Impressionism had made Paris the artistic centre of 
Europe. Artists from all over the world came there to study, and car¬ 
ried awaj' with them the new discoveries, and also the new attitude of 
the artist as a rebel against the prejudices and conventions of the 
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bourgeois world. One of the most influential apostles of this gospel 
outside France was the American James AiacNeill Whistler 
(1834-1903). Whistler had taken part in the first battle of the new 
movement; he had exhibited with Manet in the Salon of the Rejected 
in 1863, and he shared the enthusiasm of his painter colleagues for 
Japanese prints. He was not an Impressionist in the strict sense of the 
word, any more than was Degas or Rodin, for his main concern was 
not with the effects of light and colour but rather with the composition 
of dehcate patterns. What he had in common with the Paris painters 
was his contempt for the interest the pubHc showed in sentimental 
anecdotes. He stressed the point that what mattered in painting was 
not the subject but the way in which it was translated into colours and 
forms. One of \X'hisder's most famous paintings, perhaps one of the 
most popular paintings ever made, is the portrait of his mother (Fig. 
334). It is characteristic that the tide under which Whistler exhibited 
this painting in 1871 was 'Arrangement in grey and black'. He shrank 
from any sug- 
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335 - whistler: Nocturne in Blue and Silver: Old Battersea Bridge. 
About 1872. London, Tate Gallery 

gestdon of 'literary' interest or sentimentality-. Actually the harmony 
of forms and colours at which he aimed is in no contradiction with the 
feeling of the subject-maner. It is the careful balance of simple forms 
±at gives the pictiure its restful quaht\', and the subdued tones of its 
’grey and black’, ranging from the lady's hair and dress to the wall and 
setting, enhance the expression of resigned loneliness which gives the 
painting its wide appeal. It is strange to realize that the painter of this 
sensitive and gentle picture was notorious for his provocative manner 
and his exercises in what he called 'the gende art of making enemies’. 
He had settled in London and felt called upon to fight the batde for 
modem art almost single-handed. His habit of giving paintings names 
which struck people as eccentric, his disregard of academic conven¬ 
tion, brought upon him the wrath of John Ruskin, the great critic who 
had championed Turner and the Pre-Raphaelites. In 1877 Whisder 
exhibited night-pieces in the Japanese maimer which he called 'Noc¬ 
turnes' (Fig. 335), asking 200 guineas for each. Ruskin wrote: 'I have 
never expeaed to hear a coxcomb ask two hundred guineas for flinging 
a pot of paint in the pubhc's face'. Whistler sued him for hbel, and the 
case once more brought out the deep cleavage that separated the pub¬ 
lics point of view from that of the artist. The question of 
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'finish' was promptly trotted out, and Whistler was cross-examined as 
to whether he really asked that enormous sum 'for two days" work', to 
which he rephed: 'No, I ask it for the knowledge of a lifetime'. 

It is strange to reflect how much the opponents in this unfortunate tri¬ 
al really had in common. Both were deeply dissatisfied with the ugli¬ 
ness and squalor of their surroimdings. But while Ruskin, the older 
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man, hoped to lead his covintrj A men to a greater awareness of beaut}" 
by an appeal to their moral sense, Whisder became a leading figure in 
the so-called 'aesthetic movement' which tried to make out that artistic 
sensibility" is the only thing in life worth taking seriously. Both these 
views gained in importance as the nineteenth centurj" drew to its 
close. 



. H> m'lini rrfohf a» \n liinjirr 

336. The rejected painter exclaiming: 'And thai they have turned 
doicn, the ignorant fools !' Lithograph by dau.mier, 1859, ridiculing 
the pretensions of the new 'realistic' school 

CHAPTER 26 ■ IN SEARCH OF NEW STANDARDS The Late Nine¬ 
teenth Century 
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337- A house zvitliout a 'style': 540 Fairoaks Avenue, Oakpark, Illinois. 
Designed by fraxk lloyd Wright in 1902 

SUPERFICIALLY, the end of the nineteenth centun' was a period of 
great prosperity and even complacency. But the artists and writers 
who felt themselves outsiders were increasingly dissatisfied with the 
aims and methods of the art that pleased the pubhc. Architecture 
provided the easiest target for their anacks. Building had developed 
into an empt}' routine. We remember how the large blocks of flats, 
factories and pubhc buildings of the vastly expanding cities were erec¬ 
ted in a motley of styles which lacked any relation to the purpose of 
the building. Often it seemed as if the engineers had first erected a 
structure to suit the natural requirements of the building, and a bit of 
'Art' had then been pasted on to the fa(;ade in the form of ornament 
taken from one of the pattern-books on the 'historical st\-le'. It is 
strange how long the majority of architects were satisfied with this 
procedure. The pubhc demanded these columns, pilasters, cornices 
and mouldings, so these architects provided them. But towards the 
end of the nineteenth centun,- an increasing number of people became 
aware of the absurdiu' of this fashion. In England, in particular, critics 
and artists were unhappy about the general decUne in craftsmanship 
caused by the Industrial Revolution, and hated the \tT\ sight of these 
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cheap and tawdrj' machine-made imitations of ornament which once 
had had a meaning and a nobihtj- of its own. Men hke John Ruskin 

and William Morris dreamt of a thorough reform of the arts and 
crafts, and the replacement of cheap mass-production by conscien¬ 
tious and meaningful handiwork. The influence of their criticism was 
veq- widespread even though the humble handicrafts which they ad¬ 
vocated, proved, under modem conditions, to be the greatest of luxur¬ 
ies. Their propaganda could not possibly abohsh industrial mass-pro¬ 
duction, but it helped to open peoples eyes to the problems this had 
raised, and to spread a taste for the genuine, simple and 'homespun'. 

Morris and Ruskin had still hoped that the regeneration of art could be 
brought about by a return to medieval conditions. But many artists 
saw that this was an impossibility. They longed for a 'New Art' based 
on a new feeling for design and for the possibihties inherent in each 
material. This banner of a new art or Art nouveau was raised in the 
eighteen-nineties. Architects experimented with new types of orna¬ 
ment and new types of material. As a measure of the dissatisfaction 
which existed at that time, these experiments are still interesting. But 
it was not from them that the architecture of the tAventieth century 
was to arise. The future belonged to those who decided to begin afresh 
and to rid themselves of this preoccupation with style or ornament, 
were it old or new. 

Among the young architects of the eighteen-nineties who decided on 
this revolu-tionar}’ course was the American Frank Lloyd \X'right 
Tbom in 1869). Wright saw-that what mattered in a house was the 
rooms and not the facade. If it was commodious and well planned in¬ 
side, and suited to the requirements of the owner, it was sure also to 
present an acceptable view from the outside. To us this may not seem 
a ver}’ revolutionary' point of view, but in fact it was, for it led Wright 
to discard all the old shibboleths of building, especially the traditional 




596/730 


demand for strict symmetry. Fig. 337 shows one of Wright's first coun¬ 
try houses. He has swept away all the usual trimmings, the mouldings 
and cornices, and built the house entirely to suit the plan. Yet Wright 
does not look upon himself as an engineer. He believes in what he calls 
'Organic Architecture', by which he means that a house must grow out 
of the needs of the people and the character of the countr}', like a hv- 
ing organism. 

The feehng of uneasiness and dissatisfaction with the achievements of 
nineteenth-century art, which took hold of some painters towards the 
end of the period, is less easy to explain. Yet it is important that we 
should understand its roots, because it was out of this feeling that 
there grew the various movements which are now usually called 'Mo¬ 
dem Art'. Some people may consider the Impressionists the first of the 
modems, because they defied certain rules of painting as taught in the 
academies. But it is well to remember that the Impressionists did not 
differ in their aims from the traditions of art that had developed since 
the discovery of nature in the Renaissance. They, too, wanted to paint 
nature as we see it, and their quarrel with the conservative masters 
was not so much over the aim as over the means of achieving it. Their 
exploration of colour reflexes, their experiments with the effect 

of loose brush work, aimed at creating an even more perfect illusion of 
the visual impression. It was only in Impressionism, in fact, that the 
conquest of nature had become complete, that everything that presen¬ 
ted itself to the painter's eye could become the motif of a picture, and 
that the real world in all its aspects became a worthy object of the 
artist's study. Perhaps it was just this complete triumph of their meth¬ 
ods which made some artists hesitate to accept them. It seemed, for a 
moment, as if all the problems of an art aiming at the imitation of the 
visual impression had been solved, and as if nothing was to be gained 
by pursuing these aims any further. 
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But we know that in art one problem need only be solved for a host of 
new ones to appear in its stead. Perhaps the first who had a clear feel¬ 
ing of the nature of these new problems was an artist who still be¬ 
longed to the same generation as the Impressionist masters. He was 
Paul Cezanne 0839-1906), who was only seven years younger than 
Manet, and even two years older than Renoir. In his youth Cezanne 
took part in the Impressionist exhibitions, but he was so disgusted by 
the reception accorded them that he withdrew to his native town of 
Aix where he studied the problems of his art, undisturbed by the clam¬ 
our of the critics. He was a man of independent means and regular 
habits. He was not dependent on finding buyers for his pictures. Thus 
he could dedicate his whole life to the solution of the artistic problems 
he had set himself, and could apply the most exacting standards to his 
own work. Outwardly, he lived a life of tranquillity and leisure, but he 
was constantly engaged in a passionate struggle to achieve in his 
painting that ideal of artistic perfection after which he strove. He was 
no friend of theoretical talk, but as his fame among his few admirers 
grew he did sometimes try to explain to them in a few words what he 
wanted to do. One of these famous remarks was that he aimed at 
painting 'Poussin from nature'. What he wanted to say was that the old 
classical masters such as Poussin had achieved a wonderful balance 
and perfection in their work. A painting like Poussin's 'Et in Arcadia 
ego’ (p. 294, Fig. 247) presents a wonderfully harmonious pattern in 
which one form seems to answer the other. We feel that everything is 
in its place, and nothing is casual or vague. Each form stands out 
clearly and one can feel that it is a firm solid body. The whole has a 
natural simplicity which looks restful and calm. Cezanne aimed at an 
art which had something of this grandeur and serenity. But he did not 
think that it could be achieved any longer by the methods of Poussin. 
The old masters, after all, had achieved their balance and solidity at a 
price. They did not feel bound to respect nature as they saw it. Their 
pictures are rather arrangements of forms they had learned from the 
study of classical antiquity. Even the impression of space and solidity 
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they achieved through the application of firm traditional rules rather 
than through looking at each object anew. Cezanne agreed with his 
friends among the Impressionists that these methods of academic art 
were contrary to nature. He 

admired the new discoveries in the field of colour and modelling. He, 
too, wanted to surrender to his impressions, to paint the forms and 
colours he saw, not those he knew about or had learned about. But he 
felt imeasy about the direction painting had taken. The Impressionists 
were true masters in painting 'nature'. But was that really enough ? 
X A ’here was that striving for an harmonious design, the achievement 
of sohd simplicit}' and perfect balance which had marked the greatest 
paintings of the past ? The task was to paint 'from nature', to make use 
of the discoveries of the Impressionist masters, and yet to recapture 
the sense of order and necessity that distinguished the an of Poussin. 

In itself the problem was not new to art. Vi’e remember that the con¬ 
quest of nature and the invention of perspective in the Italian Quattro- 
ceiito had endangered the lucid arrangements of medieval paintings, 
and had created a problem which only Raphaels generation had been 
able to solve. Now the same question was repeated on a different 
plane. The dissolution of firm outlines in flickering hght and the dis¬ 
cover}- of coloured shadows by the Impressionists had once again 
posed a new problem: how could these achievements be preserved 
without leading to a loss of clarit}' and order ? To put it into simpler 
language: Impressionist pictures tended to be brilliant but messy. 
Cezaime abhorred messiness. Yet he did not want to return to the aca¬ 
demic conventions of drawing and shading to create the illusion of 
solidit}' any more than he wanted to return to 'composed' landscapes 
to achieve harmonious designs. He was faced with an even more ur¬ 
gent issue when he pondered the right use of colour. Cezanne longed 
for strong, intense colours as much as he longed for lucid panems. Me¬ 
dieval artists, we remember (p. 130;, were able to satisfy this same 
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desire freely because they were not bound to respect the actual ap¬ 
pearance of things. As an had returned to the observation of nature, 
however, the pure and shining colours of medieval stained glass or 
book illuminations had given way to those mellow mixtures of tones 
with which the greatest painters among the Venetians (p. 238; and the 
Dutch (p. 317; contrived to suggest hght and atmosphere. The Impres¬ 
sionists had given up mixing the pigments on the palette and had ap¬ 
plied them separately on to the canvas in small dabs and dashes to 
render the flickering reflections of an 'open-air' scene. Their pictures 
were much brighter in tone than any of tlieir predecessors but the res¬ 
ult did not yet satisfy Cezanne. He wanted to convey the rich and un¬ 
broken tones that belong to nature under southern skies, but he foumd 
that a simple return to the painting of whole areas in pure primar}' 
colours endangered the illusion of reahty. Pictures painted in this 
manner resemble flat patterns and fail to give the impression of depth. 
Thus Cezanne seemed to be caught up in contradictions all round. His 
wish to be absolutely faithful to his sense impressions in front of 
nature seemed to clash with his desire to turn—as he said—'Impres¬ 
sionism into something more sohd and enduring, Hke the an of the 
Museums'. No wonder that he was often near despair, that he 
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slaved at his canvas and never ceased to experiment. The real wonder 
is that he succeeded, that he achieved the apparently impossible in his 
pictures. If art were a maner of calculation it could not have been 
done; but of course it is not. This balance and harmony about which 
artists worn.- so much is not the same as the balance of machines. It 
suddenly 'happens', and no one quite knows how or why. Much has 
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been wTitten about the secret of Cezanne's art. .\n kinds of explana¬ 
tions have been suggested of what he wanted and what he achieved. 
But these explanations remain crude; sometimes they even soimd self- 
contradictory. But even if we get impatient with the critics there are 
always the pictures to convince us. And the best advice here and al¬ 
ways is 'go and look at the pictures in the original'. 

Even our illustrations, however, should at least convey something of 
the greatness of Cezannes triumph. The landscape with Mont Sainte- 
Victoire in southern France (Fig. 340) is bathed in Ught and yet firm 
and sohd. It presents a lucid pattern and yet gives the impression of 
great depth and distance. There is a sense of order and repose in the 
way Cezanne marked the horizontal of the viaduct and road in the 
centre and the verticals of the house in the foregroimd but nowhere do 
we feel that it is an order which Cezanne has imposed on nature. Even 
his brush-strokes are so arranged as to fall in with the main Lines of 
the design and to strengthen the feeling of natural harmony. The way 
in which Cezanne altered the direction of his brush-stroke without 
ever resorting to outline drawing can also be seen in our Fig. 338 
which shows how deliberately the artist counteracted the effect of the 
flat pattern which might have resulted in the upper half by emphasiz¬ 
ing the sohd tangible forms of the rocks in the foregroimd. His won¬ 
derful portrait of his wife (Fig. 342) shows how greatly Cezaime’s con¬ 
centration on simple, clearcut forms contributes to the impression of 
poise and tranquilhr.'. Compared with such calm masterpieces the 
works of the Impressionists such as Manets portrait of Monet p. 389, 
Fig. 325; often look like merely witt\- impro\"isaiions. 

Admittedly there are paintings by Cezaime which are not so easily im- 
derstood. In an illustration a still life such as Fig. 341 may not look too 
promising. How awkward it seems if we compare it with the assured 
treatment of a similar subject by the Dutch seventeenth-centur\" mas¬ 
ter Kalf [p. 323, Fig. 271)! The fruit-bowl is so clumsily drawn that its 
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foot does not even rest in the middle. The table not only slopes from 
left to right, it also looks as if it were tilted forward. Where the Dutch 
master excelled in the rendering of soft and flufiy- surfaces Cezanne 
gives us a patchwork of colour dabs which make the napkin look as if it 
were made of tinfoil. Small wonder that Cezanne's paintings were at 
first derided as pathetic daubs. But the reason for this apparent clim- 
isiness is not far to seek. Cezanne had ceased to take any of the tradi¬ 
tional methods of painting for granted. He had decided to start from 
scratch as if no painting had been done before him. The Dutch master 
had painted his stiU Ufe to display his stupendous virtuosit}'. Cezaime 
had chosen his 
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340. CEZANNE: The Mom Sainte-Victoire seen from Bellevue, 
painted about 1885, Merion, U.S.A., Barnes Foundation 
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motifs to study some specific problems that he wanted to solve. We 
know that he was fascinated by the relation of colour to modelling. A 
brightly coloured sohd round such as an apple was an ideal motif to 
explore this question. We know that he was interested in the achieve¬ 
ment of a balanced design. That is why he stretched the bowl to the 
left so as to fill in a void. As he wanted to study all shapes on the table 
in their relationship he simply tilted it forward to make them come in¬ 
to view. Perhaps the example shows how it happened that Cezanne be¬ 
came the father of 'modern art'. In his tremendous efforts to achieve a 
sense of depth without sacrificing the brightness of colours, to achieve 
an orderly arrangement without sacrificing the sense of depth—in all 
these struggles and gropings there was one thing he was prepared to 
sacrifice if need be—the conventional 'correctness' of outline. He was 
not out to distort nature; but he did not mind very much if it became 
distorted in some minor detail provided this helped him to obtain the 
desired effect. Brunelleschi's invention of 'linear perspective' did not 
interest him overmuch. He threw it overboard when he found that it 
hampered him in his work. After all, this scientific perspective had 
been invented to help painters to create the illusion of space—as Mas¬ 
accio had done in his fresco in Sta. Maria Novella (p. 164, Fig. 149). 
Cezanne did not aim at creating an illusion. He rather wanted to con¬ 
vey the feeling of solidity and depth, and he found he could do that 
without 

conventional draughtsmanship. He hardly realized that this example 
of indifference to 'correct drawing' would start a landshde in art. 

In the winter of 1888, while Cezanne was painting his landscapes and 
still lifes in Aix, there arrived in southern France another painter in 
search of the intense Ught and colours of the south. He was a young 
and earnest Dutchman called Vincent van Gogh. Van Gogh was bom in 
Holland in 1S53, the son of a near. He was a deeply rehgious man who 
had worked as a lay preacher in England and among Belgian miners. 
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He had been profoundly impressed by the art of Millet and its social 
message, and decided to become a painter himself. A younger brother, 
Theo, who worked in an an-dealer"s shop, introduced him to Impres¬ 
sionist painters. This brother was a remarkable man. Though he was 
poor himself, he always gave ungrudgingly to the older Vincent and 
even financed his journey to Aries in southern France. Vincent hoped 
that if he could work there undisturbed for a number of years he might 
be able one day 10 sell his pictures and repay his generous brother. In 
his sehf-chosen sohtude in Aries, Vincent confided in his letters to 
Theo, which read like a continuous diary, all his ideas and hopes. 
These htters, by a humble and almost self-taught artist who had no 
idea of the fame he was to achieve, are among the most moving and 
exciting in all literature. In them we can feel the 



341. cez.\nne: Still Life. About 1878. Paris, R. Lecomte 
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34 2 - CEZANNE: Portrait of the Artist's Wife. About 1885. Phil¬ 
adelphia, H. P. Macllhenny 

artist's sense of mission, his struggle and triumphs, his desperate 
loneliness and longing for companionship, and we become aware of 
the immense strain under which he worked with feverish energA’. 
After less than a year, in December 1888, he broke down and had an 
attack of insanin-. In May 1889 he went into a mental asylum, but he 
still had lucid inten-als during which he continued to paint. The agony 
lasted for another fourteen months. In July 1890 Van Gogh put an end 
to his life. He died younger even than Raphael. His career as a painter 
had not lasted more than ten years—the paintings on which his fame 
rests were all painted during three years which were interrupted by 
crises and despair. Most people nowadays know some of these paint¬ 
ings; the sunflowers, the empty chair, the cypresses and some of the 
portraits have become popular in coloured reproductions and can be 
seen in many a simple room. That is exactly what Van Gogh wanted. 
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He wanted his pictures to have the direct and strong effea of the col¬ 
oured Japanese prints he admired so much. He longed for an unsoph¬ 
isticated art which would not only appeal to the rich connoisseurs but 
could give joy and consolation to even,- human being. Nevertheless 
this is not quite the whole story. No reproduction is perfea. 
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343 - VAN GOGH: Landscape with Cypresses near Aries. 1888. Lon¬ 
don, Tate Gallery 

The cheaper ones make Van Gogh"s pictures look cruder than they 
really are, and one may sometimes tire of them. Whenever that hap¬ 
pens, it is quite a revelation to return to Van Gogh's original works and 
to discover how subtle and deliberate he could be even in his strongest 
effects. 

For Van Gogh, too, had absorbed the lessons of Impressionism. He ex¬ 
perimented with the use of bright, pure colours which he did not mix 
on the palene but apphed to the canvas in small strokes or dots, rely¬ 
ing on the beholder's eye which would see them all together. Some of 
the younger painters in Paris had built up a whole scientific theory on 
this t A A je of 'pointilhsme' which should heighten the intensity of col¬ 
our effects. Van Gogh liked the technique of painting in dots and 
strokes, but under his hand it became something rather different from 
what the Impressionists had meant it to be. For Van Gogh used the 
individual brush-strokes not only to break up thecolour but also to 
convey his own excitement. In one of his letters &om Aries he de¬ 
scribes his states of inspiration when 'the emotions are sometimes so 
strong that one works without being aware of working . . . and the 
suokes come with a sequence and coherence like words in a speech or 
a letter'. The comparison could not be clearer. In such moments he 
painted as other men write. Just as the form of the wridng in a letter, 
the traces left by the pen on the paper, impart something of the ges¬ 
tures of the wTiter, so that we feel instinctively when a lener was 

written under great stress of emotion—so the brush-strokes of Van 
Gogh tell us something of the state of his mind. No artist before him 
had ever used this means with such consistenc}" and effect. We re¬ 
member that there is bold and loose brush-work in earlier paintings, 
in works by Tintoretto (p. 285, Fig. 241), by Hals (p. 311, Fig. 260), 
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and by Manet (p. 3S9, Fig. 325), but in these it rather conveys the 
artist's sovereign master}-, his quick perception and magic capacity of 
conjuring up a vision. In Van Gogh they help to con\-ey the exaltation 
of the artist's mind. Van Gogh liked to paint objects and scenes which 
gave this new means full scope— motifs in which he could draw as well 
as paint with his brush, and lay on the colour thick just as a wTiter 
who underlines his words. That is why he was the first painter to dis¬ 
cover the beaut}- of stubbles, hedgerows and cornfields, of the gnarled 
branches of ohve trees and the dark, flamelike shapes of the cypress 
(Fig. 343 )- 

Van Gogh was in such a frenz>' of creation that he felt the urge not 
only to draw the radiant sim itself (Fig. 339) but also to paint himible, 
restful and homely things which no one had ever thought of as being 
worthy of ±e artist's attention. He painted his narrow lodgings in Aries 
(Fig. 344), and what he wxote about this painting to his brother ex¬ 
plains his intentions wonderfully well: 

T had a new idea in my head and here is the sketch to it. . . this time 
it's just simply my bedroom, only here colour is to do everything, and, 
giving by its simph-fication a grander st}-le to things, is to be suggest¬ 
ive here oirest or of sleep in general. In a word, to look at the picture 
ought to rest the brain or rather the imagination. 

'The walls are pale violet. The ground is of red tiles. The wood of the 
bed and chairs is the yellow of fresh buner, the sheets and pillows \tv\ 
hght greenish lemon. The coverlet scarlet. The window green. The 
toilet-table orange, the basin blue. The doors lilac. 

'And that is all—there is nothing in this room with closed shutters. The 
broad lines of the furniture, again, must express inviolable rest. Por¬ 
traits on the walls, and a mirror and a towel and some clothes. 
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'The frame—as there is no white in the picture—will be white. This by 
way of revenge for the enforced rest I was obliged to take. 

'I shall work at it again all day, hut you see how simple the conception 
is. The shadows, and the shadows thrown, are suppressed, it is painted 
in free flat washes hke the Japanese prints....' 

It is clear that Van Gogh was not mainly concerned with correct rep¬ 
resentation. He used colouj-s and forms to convey what he felt about 
the things he painted, and what he wished others to feel. He did not 
care much for what he called 'stereoscopic realit}-', that is to say the 
photographically exact picture of narare. He would exaggerate and 
even change the appearance of things if this suited his aim. Thus he 
had arrived by a different road at a similar juncture to that at which 
Cezanne foimd himself during these same years. Both took the 
momentous 
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344 - VAX GOGH: The Artisi’s Room in Aries. 188S. Kobe, Prince 
Matsugata 

Step of deliberately abandoning the aim of painting as an 'imitation of 
nature'. Their reasons, of course, were diflerent. When Cezaime 
painted a still life, he wanted to explore the relationship of forms and 
colours, and took in only so much of 'correct perspective' as he 
happened to need for his particular experiment. \'an Gogh wanted his 
painting to express what he felt, and if distortion helped him to 
achieve this aim he would use distortion. Both of them had arrived at 
this point without wanting to o\-erthrow the old standards of art. They 
did not pose as 'revolutionaries'; they did not want to shock the com¬ 
placent critics. Both of them, in fact, had almost given up hope of an} 
body paying attention to their pictures— they just worked on because 
they had to. 

It was rather different with a third artist who was also to be found in 
southern France in 1888—Paul Gauguin a i 848-1903). Van Gogh had a 
great desire for companionship ; he dreamed of a brotherhood of 
artists such as the Pre-RaphaeUtes had foimded in England (p. 384), 
and he persuaded Gauguin, who was five years older, to join him in 
Aries. As a man, Gauguin was ver\- different from Van Gogh. He had 
none of his humiht}- and sense of mission. On the contrary, he was 
proud and ambitious. But there were some points of contact between 
the two. Like Van Gogh, Gauguin had started painting comparatively 
late in life (he had been a well-to-do stockbroker), like him he was 
almost self-taught. The companionship of the two, howe\er, ended in 
disaster. Van Gogh, in a fit of madness, anacked Gauguin, 

who fled to Paris. Two years later, Gauguin left Europe altogether and 
went to one of the proverbial 'South Sea Islands', Tahiti, in search of 
the simple Ufe. For he had more and more become convinced that art 
was in danger of becoming shck and superficial, that all the cleverness 
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and knowledge which had been accumulated in Europe had deprived 
men of the greatest thing—strength and intensity of feeling, and a dir¬ 
ect way of expressing it. 

Gauguin, of course, was not the first artist to have these qualms about 
civilization. Ever since artists had become self-conscious about 'style' 
they felt distrustful of conventions and impatient of mere skill. They 
longed for an art which did not consist of tricks which can be learned, 
for a stj'le which was no mere sn.'le, but something strong and power¬ 
ful like hxmian passion. Delacroix had gone to Morocco to look for 
more intense colours and a life of less restraint. The Pre-Raphaelites 
in England hoped to find this directness and simphcit}' in the unspoilt 
art of the 'Age of Faith'. The Impressionists admired the Japanese, but 
theirs was a sophisticated art compared with the intensity and simpli¬ 
city' for which Gauguin longed. At first he studied peasant an, but it 
did not hold him for long. He needs must get away from Europe and 
live among the natives of the South Seas as one of them, to work out 
his own salvation. The works he brought back from there puzzled even 
some of his former friends. They seemed so savage and primitive. That 
was just what Gauguin wanted. He was proud to be called 'barbarian'. 
Even his colour 
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345 - GAUGUIN: Two Tahitian Women, painted in 1897. London, 
Home House Trustees 

and draughtsmanship should be 'barbaric' to do justice to the unspoUt 
children of nature he had come to admire during his stay on TahitL 
Looking at one of these pictures today (Fig. 345) we may not quite suc¬ 
ceed in recapttiring this mood. We have become used to much greater 
'savagery' in art. And yet it is not difficult to realize that Gauguin 
struck a new note. It is not only the subject-matter of his pictures that 
is strange and exotic. He tried to enter into the spirit of the natives and 
to look at things as they do. He studied the methods of native crafts¬ 
men and often included representations of their works in his pictures. 
He strove to bring his own portraits of the natives into harmony with 
this 'primitive' art. So he simplified the outlines of forms and did not 
shrink from using large patches of strong colour. Unlike Cezarme he 
did not mind if these simplified forms and colour schemes made his 
pictures look flat. He gladly ignored the century-old problems of 
Western art when he thought that this helped him to render the um- 
spoilt intensity of nature’s children. He may not always have fully suc¬ 
ceeded in his aim of achieving directness and simphcit}". But his 
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longing for it was as passionate and sincere as that of Cezarme for a 
new harmony, and that of Van Gogh for a new message; for Gauguin, 
too, sacrificed his life to his ideal. He felt himself misunderstood in 
Europe and decided to return to the South Sea Islands for good. After 
years of loneliness and disappointment, he died there of ill-health and 
privadon. 

Cezanne, Van Gogh and Gauguin were three desperately lonely men 
who worked on with Utde hope of ever being imderstood. But the 
problems of their art about which they felt so strongly were seen by 
more and more artists of the yoimger generation who found no satis¬ 
faction in the skill they acquired at the art schools. They had learned 
how to represent nature, how to draw correctly and how to use paint 
and brush: they had even absorbed the lessons of the Impressionist 
Revolution and become deft in conveying the flicker of simlight and 
air. Some great artists indeed persevered along this path, and cham¬ 
pioned these new methods in countries where resistance against Im¬ 
pressionism was still strong. A small number, however, felt that once 
the principle was acknowledged and the \-ictory won they were left 
with a feeling of emptiness. They, too, felt that in all these efforts to 
render nature as we really see it something had gone out of 
art—something they desperately tried to retrieve. We remember that 
Cezanne had felt that what had been lost was the sense of order and 
balance; that the Impressionist preoccupation with the fleeting mo¬ 
ment had made them neglect the solid and enduring forms of nature. 
Van Gogh had felt that by surrendering to their visual impressions, 
and by exploring nothing but the optical qualities of fight and colour, 
art was in danger of losing that intensity and passion through which 
alone the artist can express his feeling to his tellow men. Gauguin, fi¬ 
nally, was altogether dissatisfied with life and art as he found them- 
He longed for something much simpler and more direct and hoped to 
find it among the primitives. What we call modem art grew out of 
these feelings of dissatisfactionj 
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and the various solutions after which these three painters had been 
groping became the ideals of three movements in modem art. 
Cezanne's solution ultimately led to Cubism which originated in 
France; Van Gogh's to Expressionism which found its main response 
in Germany; and Gauguin's to the various forms of Primitivism. 
However 'mad' these movements may seem at first sight, it is not diffi¬ 
cult to show that they were consistent attempts to escape from a dead¬ 
lock in which artists foimd themselves. 



346. Van Gogh painting Sunflouers. Painted by GAUGUIN in iS Ams¬ 
terdam, Municipal Museum 

CHAPTER 27 • EXPERIMENTAL ART 

The Twentieth Century 
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347 - The Style of modern engineering: The Rockefeller Center, New 
York City. 

Architects: reinhard & hofmeister, corbett, Harrison & macmurray, 

HOOD & FOUiLHoux, HARRISON & FOUiLHoux. Completed in 1933 

WHEN people talk about 'Modern Art', they usually think of a t>'pe of 
art which has completely broken with the traditions of the past and 
tries to do things no artist would have dreamed of before. Some like 
the idea of progress and believe that art, too, must keep in step with 
the times. Others prefer the slogan of 'the good old days', and think 
that modern art is all wrong. But we have seen that the situation is 
really much more complex, and that modem art no less than old art 
came into existence in response to certain definite problems. Those 
who deplore the break in tradition would have to go back beyond the 
French Revolution of 1789, and few would think this possible. It was 
then, as we know, that artists had become self-conscious about styles, 
and had begun to experiment and to launch new movements which 
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usually raised a new 'ism' as a battle-cry. Strangely enough, it was that 
branch of art which had suffered most from the general confusion of 
tongues that succeeded best in creating a new and lasting 

srvle; modem architecture was slow in coining, bm its principles are 
now so firmly established that few would still want to challenge them 
seriously. \ A 'e remember how the gropings for a new stj'le in building 
had ended with the architects cutting the Gordian knot, and throwing 
the whole idea of stjie overboard. At first it seemed as if the engineers 
would take over. For, if Morris had been right in thinking that the ma¬ 
chine could never successfully emulate the work of human hands, the 
solution was obviously to find out what the machine could do and to 
regulate our designs accordingly. The architects of modem 'sky¬ 
scrapers’ (Fig. 347) are engineering firms. To some, this principle 
seemed to be an outrage against taste and decency. In doing away with 
all ornaments, the modern architects did, in fact, break with the tradi¬ 
tion of many centuries. The whole system of fictitious 'orders’, de¬ 
veloped since the time of Bnmelleschi, was swept aside and all the cob¬ 
webs of false mouldings, scrolls and pilasters brushed away. When 
people first saw these houses they looked to them intolerably bare and 
naked. But after only a few years we have all become accustomed to 
their appearance and have learned to enjoy the clean outlines and 
simple forms of modem engineering styles. We owe this revolution in 
taste to a few pioneers whose first experiments in the use of modem 
building materials were often greeted with ridicule and hostility. Fig. 
348 shows one of the experimental buildings which became a storm- 
centre of propaganda for and against modem architecture. It is the 
Bauhaus in Dessau, a school of architecture founded by the German 
Walter Gropius (bora 1883) which was closed and abohshed by the 
National Socialists. It was built to prove that art and engineering need 
not remain 
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348. The Bauhaus, Dessau (Germany). Designed by WALTER gropius 
in 1923 

estranged from each other as they had been in the nineteenth centurj'; 
that, on the contrary-, each could benefit the other. The students at the 
school took part in the designing of buildings and fittings. They were 
encouraged to use their imagination and to experiment boldly yet nev¬ 
er to lose sight of the purpose which their design should ser\-e. It was 
at this school that tubular steel chairs and similar furnishings of our 
daily use were first invented. The theories for which the Bauhaus stood 
are sometunes condensed in the slogan of 'fimctionalism'—the behef 
that if something is only designed to fit its purpose we can let beauty 
look after itself. There is certainly much truth in this behef. At any rate 
it has helped us to get rid of much unnecessary and tasteless knick- 
knackery with which the nineteenth-century ideas of Art had clunered 
up our dties and our rooms. But like all slogans it really rests on an 
oversimplification. Surely there are things which are functionally cor¬ 
rect and yet father ugly, or at least indifferent. The best works of mo¬ 
dem architecture are beautiful not only because they happen to fit the 
function for which they are built, but because they were designed by 
men of tact and taste who knew how to make a building fit for its 
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purpose and yet 'right' for the eye. To discover these secret harmonies 
a great deal of trial and error is needed. Architects must be free to ex¬ 
periment with different proportions and different materials. Some of 
these experiments may lead them into a blind alley, but the experience 
gained need not be in vain for all that. No artist can always 'play safe', 
and nothing is more important than to recognize the role that even ap¬ 
parently extravagant or eccentric experiments have played in the de¬ 
velopment of new designs which we have now come to take almost for 
granted. 

In architecture, the value of bold inventions and innovations is fairly 
widely recognized, but few people realize that the situation is similar 
in painting and sculpture. Aiany who have no use for what they call 
'this ultra-modem stuff would be surprised to learn how much of it has 
entered their fives aheady, and has helped to mould their taste and 
their preferences. Forms and colour-schemes which were developed 
some forty years ago by the 'maddest' of the ultra-modem rebels in 
painting ha\e become the common stock-in-trade of commercial art; 
and when we meet them on posters, magazine covers or fabrics, they 
look quite normal to us. It might even be said that modem art has 
foimd a new function in serving as testing-ground for new way’s of 
combining shapes and patterns. 

But what should a painter experiment with and why can he not be con¬ 
tent to sit down before nature and paint it to the best of his abihties ? 
The answer seems to be that art has lost its bearings because artists 
have discovered that the simple demand that they should 'paint what 
they see' is self-contradiaory. This sounds like one of the paradoxes 
with which modem artists and critics like to tease the long-suffering 
public; but to those who have followed this book from the beginning it 
should not be dilEcult to understand. We remember how the primitive 
artist used 
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to build up, say, a face out of simple forms rather than copy a real face 
A p. 27, Fig. 26); we have often looked back to the Egyptians and their 
method of representing in a picture all they knew rather than all they 
saw. Greek and Roman art breathed life into these schematic forms; 
medieval art used them in turn for telling the sacred ston,', Chinese an 
for contemplation. Neither was urging the artist to 'paint what he saw'. 
This idea dawned only during the age of the Renaissance. At first all 
seemed to go well. Scientific perspective, 'sfuniato', Venetian colours, 
movement and expression, were added to the artist’s means of repres¬ 
enting the world aroimd him; but even.- generation discovered that 
there were still unsuspected 'pockets of resistance’, strongholds of con¬ 
ventions which made artists apply forms they had learned rather than 
paint what they really saw. The nineteenth-century rebels proposed to 
make a clean sweep of all these conventions; one after another was 
tackled, till the Impressionists proclaimed that their methods allowed 
them to render on the canvas the act of vision with 'scientific accur- 
aq.-'. 

The paintings that resulted from this theon." were ver}- fascinating 
works of art, but this should not blind us to the fact that the idea on 
which they were based was only half true. We have come to realize 
more and more, since those days, that we can never neatly separate 
what we see from what we know. A person who was bom blind, and 
who gains eyesight later on, must learn to see. Vi'ith some self-discip¬ 
line and self-obser\-ation we can all find out for ourselves that what 
we call seeing is invariably coloured and shaped by our knowledge (or 
belief) of what we see. This becomes clear enough whenever the two 
are at variance. It happens that we make mistakes in seeing. For ex¬ 
ample, we sometimes see a small object which is close to our eyes as if 
it were a big mountain on the horizon, or a fluttering paper as if it 
were a bird. Once we know we ha\c made a mistake, we can no longer 
see it as we did before. If we had to paint the objects concerned, we 
should have to use different shapes and colours to represent them 
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before and after our discovery. In fact, as soon as we start to take a 
pencil and draw, the whole idea of surrendering passively to what is 
called our sense impressions becomes really an absurdity. If we look 
out of the window we can see the view in a thousand different ways. 
Which of them is our sense impression ? But we must choose; we must 
start somewhere; we must build up some picture of the house across 
the road and of the trees in front of it. Do what we may, we shall al¬ 
ways have to make a beginning with something Like 'conventional' 
lines or forms. The 'Egyptian' in us can be suppressed, but he can nev¬ 
er be quite defeated. 

This, I think, is the difficult}- which was dimly felt by the generation 
that wanted to follow and surpass the Impressionists, which underhes 
the search for new standards by artists of such uncompromising hon¬ 
esty as Cezanne, Van Gogh and Gauguin, and which finally forced 
young artists to take up experimenting as a means of finding a way out 
of the impasse. 

The methods called Expressionism are, perhaps, the easiest to explain 
in words. The term itself may not be happily chosen, for we know that 
we are aU expressing ourselves in everything we do or leave undone, 
but the word became a convenient label because of its easily re¬ 
membered contrast to Impressionism, and as a label it is quite useful. 
In one of his leners. Van Gogh had explained how he set about paint¬ 
ing the portrait of a friend who was ver\' dear to him. The convention¬ 
al likeness was only the first stage. Ha\-ing painted a 'correct' portrait, 
he proceeded to change the colours and the setting: 

'I exaggerate the fair colour of the hair, I take orange, chrome, lemon 
colour, and behind the head I do not paint the trivial wall of the room 
but the Infinite. I make a simple backgroimd out of the most intense 
and richest blue the palette will yield. The blond luminous head stands 
out against this strong blue background mysteriously like a star in the 
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azure. Alas, my dear friend, the public will see nothing but caricature 
in this exaggeration, but what does that maner to us ?' 

Van Gogh was right in saying that the method he had chosen could be 
compared to that of the caricaturist. Caricature had always been 'ex¬ 
pressionist', for the caricaturist plays with the likeness of his victim, 
and distorts it to express just what he feels about his fellow man. As 
long as these distortions of nature sailed under the flag of humour 
nobody seemed to find them difficult to understand. Humorous art 
was a field in which everything was permitted, because people did not 
approach it with the prejudices they reser\ed for Art with a capital A. 
But the idea of a serious caricature, of an art which dehberately 
changed the appearance of things not to express a sense of superior¬ 
ity', but maybe love, or admiration, or fear, proved indeed a stumbling 
block as Van Gogh had predicted. Yet there is nothing inconsistent 
about it. It is the sober truth that our feelings about things do colour 
the way in which we see them and, even more, the forms which we re¬ 
member. Everyone must have experienced how different the same 
place may look when we are happy and when we are sad. 

Among the first artists to explore these 

possibihties even further than Van Gogh 

was the Norwegian painter Edvard ,.,. 

=" A 349. mun'Ch: Snouting. Lithograph 

Mimch (1863-I944). Fig. 349 shows a published in 1895 




623/730 



Experimental Art 







624/730 



350. sAklach: Pin'. Sculpnire in wood. 1919 

lithograph he made in 1895 A hich he called 'Shouting'. It aims at ex¬ 
pressing how a sudden excitement transforms ah our sense impres¬ 
sions. A 11 the lines seem to lead towards the one foois of the print—the 
shouting head. It looks as if all the scenery' shared in the anguish and 
excitement of that shout. The face of the shouting person is indeed dis¬ 
torted like that of a caricature. The staring eyes and hollow chin recalls 
a death's head. Something terrible must have happened, and the print 
is ah the more disquieting because we shall never know what the shout 
meant. 
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What upset the pubhc about expressionist art was, perhaps, not so 
much the faa that nature had been distorted as that the result led away 
from beauty. That the caricaturist may show up the ugliness of man 
was granted—it was his job. But that 
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351- KL EE : Mask. Water-colour. Painted in 1923. Berlin, Uhlmann 
Collection 

men who claimed to be serious artists should forget that, if they must 
change the appearance of things, they should idealize them rather 
than make them ugly was strongly resented. But Mimch might ha\e 
retoned that a shout of anguish is not beautiful, and that it would be 
insincere only to look at the pleasing side of hfe. For the expressionists 
felt so strongly about human suffering, poveny, violence and passion, 
that they were inclined to think that the insistence on harmony and 
beauty in art was only bom out of a refusal to be honest. The an of the 
classical masters, of a Raphael or Correggio, seemed to them insincere 
and hypocritical. They wanted to face the stark facts of our existence, 
and to express their compassion for the disinherited and the ugly. It 
became almost a point of honour with them to avoid anything which 
smelt of prettiness and pohsh, and to shock the 'bourgeois’ out of his 
real or imagined complacency. 

The expressionist movement foimd its most fertile soil in Germany 
where it, in fact, succeeded in arousing the anger and vindictiveness of 
the 'Uttie man’. A Tien the National Sociahsts came to power, all mo¬ 
dem art was banned and the greatest leaders of the movement were 
either exiled or forbidden to work. This is the fate which befell the ex¬ 
pressionist sculptor Ernst Barlach (1870-1938) whose sculpture 'Pity' 
is shown in Fig. 350. There is a great intensity of expression in the 
simple gesture of the old and bony hands of this beggar woman, and 
nothing is allowed to divert our attention from this dominating theme. 
The woman has drawn her cloak over her face, and the simplified form 
of her covered head increases the appeal to our feelings. The question 
of whether we should call such a work ugly or beautiful is as inelevant 
here as it was in the case of Rembrandt (p. 318), of Griinewald (p. 
25"), or of those medieval works which the expressionists most 
admired. 
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Among the painters who shocked the public by refusing to see only the 
bright side of things was the Austrian Oskar Kokoschka (born 1886) 
whose first works caused a storm of indignation when they were ex¬ 
hibited in Vieima in 1909. Fig. 353 shows one of these early paintings, 
a group of children at play. To us it looks amazingly lifelike and comin¬ 
cing, but it is not hard to understand why this tj'pe of portrait aroused 
such opposition. If we think back to the children's portraits of such 
great artists as Rubens A p. 298), Velazquez (p. 307), Gainsborough (p. 
351) or Re\"nolds p. 350), we realize the reason for the shock. In the 
past, a child in a painting had to look preny and contented. Grown-ups 
did not want to know about the sorrows and agonies of childhood, and 
they resented it if this aspect of it was brought home to them. But 
Kokoschka would not fall in with these demands of convention. We 
feel that he has looked at these children %nth a deep s\Tnpathy and 
compassion. He has caught their wistfulness and dreaminess, the awk¬ 
wardness of their movements and the disharmonies of their growing 
bodies. To bring all this out he could not rely on the accepted stock-in- 
trade of correct draughtsmanship, but his work is all the more true to 
life for what it lacks in conventional accuracy. 2D 

Experimejital Art 



353. kokoschka: Children playing. 1909. Malmo, TTieodor Woelfers 
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The art of Barlach or Kokoschka can hardly be called experimental. 
But the idea that art is first and foremost a means of self-expression 
was bound to lead to a number of experiments. Do we need nature at 
all if we want to express our own selves ? The most expressive of all 
the ans, music, gets along without representing annhing. Would it not 
be possible to do the same in painting ? To express a mood or emotion 
onl}- b}' means of colours and lines ? Paintings which discard all 
subject-matters are often referred to as 'abstraa' pictures. The word 
abstract is not too happily chosen, but the experiment of expression 
through colours and forms alone was certainly worth making. Vassily 
Kandinsky (i 866-1944), a Russian who hved much in Germany and 
France, was among the first to experiment with these possibilities in 
pictures (Fig. 354) to which he sometimes gave names reminiscent of 
musical compositions, just as Whistler had done a generation earlier 
(p. 401, Fig- 335)- 



354. K. A kdinsky: Composition. About 1913. Berlin, National Gallery 
Experimental Art 
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355 - hodler: Lake Tliun, painted in 1905. Geneva, Musee d'Art et 
d'Histoire 

The experiments of Cubism in France were based on rather different 
ideas. To understand the problems which they were meant to solve, we 
have to think back to Cezanne and his dissatisfaction with Impression¬ 
ism. Cezanne, though, was not the only artist at the end of the nine¬ 
teenth century who longed for simplicity and order in art. A whole 
group of young painters of the period gave up Impressionism, and 
tried to simplify the forms of nature so as to make their pictures into 
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357. BEARDSLEY: Illustration to Oscar Wilde's 'Salome', published in 

1894 

358. TOULOUSE-LAUTREC: Poster. Lithograph in colours, 1892 

dear and bold patterns. It was particularly the artists who were inter¬ 
ested in the design of murals, posters or book illustrations, who saw 
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the need for a new emphasis on a clear and rhythmical distribution of 
forms on the surface, on the 'architecture' of the picture, as the\- 
called it. In Switzerland the painter Hodler (1853-1918), who was bom 
in the same year as \'an Gogh, strove for an art of lucid simplification 
TFig. 355 ). In France the painter Georges Seurat *1860-91) experi¬ 
mented with new effects: to presene the intensit}’ of imbroken colours 
and the clear outlines of forms without sacrificing the discoveries of 
Impressionism, he developed a kind of mosaic technique in which uni¬ 
form patches of colour were used to build up the picture (Fig. 356). 
The art of the poster was developed by Toulouse-Lautrec (1864-1901) 
who achieved his striking effects with the greatest economy of means 
(Fig- 358). In that period of 'Post-Impressionism', the word 
'decorative' became one of the art critics' favourite expressions. Artists 
with a sense of balance and a skill in 'decorative' simplification became 
the heroes of the 'Art Nouveau' in the eighteen-nineties. The yoimg 
Enghsh prodig}' Aubrey Beardsley (1872-98) was one of the most 
characteristic representatives of this fashion. His study of XX'histler 
(p. 400) and of Japanese prints (p. 397) had led him to an extremely 
bold and effective manner of black-and-white illustrations which 
made him instantly famous (Fig. 357). But Beardsle5"s art also showed 
the inherent dangers of this all-too-facile simplification. As decorative 
ornaments these illustrations were successful, but the success had 
been achieved at a price. These works were flat as real patterns, and 
lacked that 
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359. MATISSE; La Desserie. 1908. Moscow, Museum of Western Art 

force and concentration which the more vigorous artists of the turn of 
the century strove to achieve. 

It was here that the influence of Gauguin's example made itself felt. 
Gauguin had encouraged artists to abandon the subtleties of an over- 
refined art and to be forthright and direct in their forms and colour- 
schemes. He made them love intense and simple colours and daring 
'barbaric' harmonies. In 1905 a group of young painters exhibited in 
Paris who were to be known as Les Fauves, which means 'the wild 
beasts' or 'the savages’. They owed their name to their open disregard 
for the forms of nature and their enjoyment of violent colours. Actu¬ 
ally, there was little of savagery in them. The most famous of the 
group, Henri Matisse (born 1869), was two years older than Beardsley 
and had a similar talent for decorative simplification. He studied the 
colour-schemes of Oriental carpets and of North African scenery, and 
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developed a style which has exerted a great influence on modern 
design. Fig. 359 shows one of his paintings from the year 1908 called 
'La Desserte'. We can see that what interested the artist was less the 
rendering of the visual impression than its transformation into an or¬ 
nament. The interplay of the wallpaper design and the fabric of the 
tablecloth with the objects on the table forms the main motif of the 
picture. Even the human figure and the landscape seen through the 

window have become part of this pattern, so it is quite consistent that 
the woman and the trees are much simplified in their outhnes and 
even distorted in their forms to fit in with the flowers of the wallpaper. 
There is something of the decorative effect of children's drawings in 
the bright colours and simple outlines of these paintings, though Ma¬ 
tisse himself did not for a moment renounce sophistication. This was 
the situation in Paris which led to the experiments of Cubism. One of 
its originators was a young painter from Spain, Pablo Picasso, who was 
born in 1881. Picasso was the son of a drawing master, and had been 
something like an infant prodigy in the Barcelona Art School. At the 
age of nineteen he had come to Paris where he painted subjects that 
would have pleased the Expressionists: beggars, outcasts, strollers and 
circus people. But he evidently found no satisfaction in this, and began 
to study primitive art, to which Gauguin and perhaps also Matisse had 
drawn attention. We can imagine what he learned from these works: 
he learned how it is possible to build up an image of a face or an object 
out of a few ver}' simple elements (p. 27). This was something differ¬ 
ent from the simplification of the visual impression which the earUer 
artists had practised. They had reduced the forms of nature to a flat 
pattern. Perhaps there were means to avoid that flatness, to build up 
the picture of simple objects and yet retain a sense of solidity and 
depth ? It was this problem which led Picasso back to Cezanne. In one 
of his letters to a young painter, Cezanne had advised him to look at 
nature in terms of cubes, cones and cylinders. He presumably meant 
that he should always keep these basic solid shapes in mind when 
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organizing his pictures. But Picasso and his friends decided to take 
this advice hterally. I suppose they reasoned somewhat like this: 'we 
have long given up claiming that we represent things as they appear to 
our eyes. That was a will-o'-the-wisp which it is useless to pursue. We 
do not want to fix on the canvas the imaginary impression of a fleeting 
moment. Let us follow Cezanne's example, and build up the picture of 
our motifs as solidly and enduringly as we can. Why not be consistent 
and accept the fact that our real aim is rather to construct something 
than to copy something ? If we think of an object, let us say a violin, it 
does not appear before the eyes of our mind as we would see it with 
our bodily eyes. We can, and in fact do, think of its various aspects at 
the same time. Some of them stand out so clearly that we feel that we 
can touch and handle them; others are somehow blurred. And yet this 
strange medley of images represents more of the "real" violin than any 
single snapshot or meticulous painting could ever contain.' This, I sup¬ 
pose, was the reasoning which led to such paintings as Picasso’s still 
hfe of a violin. Fig. 360. In some respects it represents a return to what 
we have called the Egyptian principles, in which an object was drawn 
from the angle from which its characteristic form came out most 
clearly (p. 36). The scroll and one peg are seen from the side as we 
imagine them when we think of a violin. The sound-holes, on the other 
hand, are seen as from in front—they would 
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360. PICASSO: SaS Life, painted ia 1912 

not be visible from the side. The orrve of the rim is greatly exagger¬ 
ated, as we are apt to overestimate the steepness of such curves when 
rh in king of the feeling it gives us to run our hand along the sides of 
such an instrmnent. The bow and the strings float somewhere in 
space; the strings even occur twice, once related to the front new, once 
towards the volute. Despite this apparent jumble of disaHmecced 
forms—and there are more than I have enumerated—the picture does 
not reaOy look messy. The reason is that the artist has constructed his 
picture out of mMe or less uniform parts so that the whole presents an 
appearance of consistency OMiqjara-ble to such works of primitive art 
as the American totem pole (p. 28, Fig. 2"). 

Of course, there is one drawback in this method of building up the im¬ 
age of an object of which the originator A of Cubism were very well 
aware. It can be done only with more or less famili ar forms. Those 
who look at the picture must know what a violin looks hke to be able to 
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relate the various fragments in the picture to each other. That is the 
reason why Cubist painters usually chose familiar motifs— guitars, 
bottles, fruit-bowls, or occasionally a human figure—where we can 
easily pick our way through the paintings and understand the relation¬ 
ship of the various parts. Not all people enjoy this game, and there is 
no reason why they should. But there is every reason why they should 
not misvmderstand the artists purpose. You 

hear people say that it is an insult to their intelligence to expect them 
to believe that a violin 'looks like that'. But there is no question of such 
an insult. If anything the artist pays them a compliment. He assumes 
that they know what a violin is like, and that they do not come to his 
picture to receive this elementary information. He invites them to 
share with him in this sophisticated game of building up the idea of a 
tangible sohd object out of a few flat fragments on his canvas. We 
know that artists of all periods have tried to put forward their solution 
of the essential paradox of painting, which is that it represents depth 
on a surface. Cubism was an attempt not to gloss over this paradox but 
rather to exploit it for new effects. 

Picasso never pretended that the methods of Cubism could replace all 
other ways of representing the visible world. On the contrary-. He is 
fond of changing his methods and of returning once in a while from 
the boldest experiments in image-making to various traditional forms 
of art. It may be hard to beheve that Fig. 361 and Fig. 362 both repres¬ 
ent a human head as drawn by the same artist. To tmder-stand the 
second we must go back to our experiments in 'doodling' (p. 27), to the 
primitive fetish of p. 26, Fig. 25 or the mask of p. 27, Fig. 26. Appar¬ 
ently Picasso wanted to find out how far the idea of constructing the 
image of a head out of the most unlikely forms could be carried. He 
puts the schematic eyes as far apart as possible, he lets a broken hne 
stand for the mouth with its row of teeth and he 
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361. PICASSO: Head, Lithograph. 1945 
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362. PICASSO: Head. 1928. Ne«- York, J. J. Sweeney 

somehow adds an undulating shape to suggest the contour of the face. 
But from these adventures on the borderhne of the impossible he re¬ 
turns to such firm, con-\'incing and mo\'ing images as Fig. 361. No 
method and no technique satisfies him for long. Recently he has aban¬ 
doned painting for handmade pottery. Few people might guess at first 
sight that the plate on Fig. 352 was made by one of the most sophistic¬ 
ated masters of our age. Maybe it is precisely his amazing facility- in 
draughtsmanship, his technical \-irtuosit\-, which makes Picasso long 
for the simple and uncomphcated. It must give him a peculiar satisfac¬ 
tion to throw all his cimmng and cleverness overboard and to make 
something with his own hands which recalls the works of peasants or 
of children. 

Picasso himself denies that he is making experiments. He says he does 
not search, he finds. He mocks at those who want to understand his 
art. 'Everyone wants to understand art. Why not xx\ to understand the 
song of a bird?' Of course, he is right. No painting can be fuUy 'ex¬ 
plained" in words. But words are sometimes useful pointers, they help 
to clear away misunderstandings and can give us at least an inkling of 
the situation in which the artist finds himself. I believe that the situ¬ 
ation which leads Picasso to his different 'finds' is very tA-pical of 
modern art. 

The best wav, perhaps, of understanding this situation is by looking 
once more at its origins. To the artists of the 'good old days' the subject 
had come first. They received a commission to paint, say, a Madonna 
or a portrait and they then set to work to carrv it out as best they 
could. \ A 'hen commissions of this kind became rarer, artists had to 
choose their own subjects. Some concentrated on themes which would 
arcraa prospective buyers. They painted carousing monks, or lovers in 
the moonlight, or a dramatic event from patriotic history. Other artists 
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refused to become illustrators of this kind. If they had to choose a sub¬ 
ject themselves they would choose one which allowed them to study 
some definite problem of their craft. Thus the Impressionists, who 
were interested in the effects of light in the open, shocked the public 
by painting suburban streets or haystacks rather than scenes with a 
’Hterar}-' appeal. By calling the portrait of his mother (p. 400, Fig. 
334) 'Arrangement in grey and black' Vi'histler flaunted his con\iction 
that to an artist any subject is but an opportunity- of studying the bal¬ 
ance of colour and design. 363. gi. A co.metti: Head, about 1930 



A master such as Cezanne did not even have to proclaim this fact, A 'e 
remember that his still life 'p. 411, Fig. 341) could only be understood 
as a painter's attempt to study various problems of his art. The Cubists 
continued where Cezaime had left off. Henceforward an increasing 
number of artists took it for granted that what mauers in an is to find 
new solutions for what is called problems of 'form'. To these artists, 
then, 'form' always comes first and the 'subject' second. 

If a modem sculptor such as Giacometti fbom 1901 in Switzerland) 
calls a mere stone cube with two dells in it a 'head' (Fig. 363) he does 
not want to persuade us that he has ever seen such a block-head in 
real hfe. Houdon A p. 355, Fig. 299) or Rodin 'p. 390, Fig. 326 A in their 
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wonderful portrait busts had in faa wanted to presene for us what they 
had seen in the features of an inspiring head. Gia-cometti's purpose, 
like Picassos, is entirely different. He is a sculptor who is fascinated by 
certain special problems of his calling and he assumes—rightly or 
wrongly—that we, too, share his interest. This problem, which he 
wants to tackle, was not invented by modem art. A, e remember that 
Michelangelo's idea of sculpture was to bring out the form that seems 
to slumber in the marble (p. 227), to give life and movement to the fig¬ 
ure while yet presenting the simple outline of the stone. Giacometti 
seems to have decided to approach the problem from the other end. 
He wants to xx\ out how much the sculptor can retain of the original 
shape of his block while still transforming it into the suggestion of a 
human head. He finds that he need not even harm the surface by bor¬ 
ing holes to represent the eyes. He just hollows out his two simple 
shapes and hopes that the surprising recognition of like in unlike will 
be more stimulating to us than the contemplation 



364. feisisger: Sailing Boats, painted in 1929. Detroit, R. H. Tannahill 
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of a waxwork head, complete with eyelashes and all. And so it is, even 
if it might be argued that he has evaded rather than solved 
Michelangelo's real problem. 

The paintings of the American Lionel Feininger (bom 1871), who 
worked for a time at the Bauhaus fp. 420), pro\-ide a good example of 
the way in which modem artists select their subjects so as to demon¬ 
strate certain problems of 'form'. Feininger is fascinated by the age-old 
puzzle of painting, the problem of how to represent space on a flat sur¬ 
face without thereby destroying the lucid design (pp. 190, 200 and 
406). Fie has developed an ingenious device of his own, that of build¬ 
ing his pictures out of overlapping triangles which look as if thev were 
transparent and thus suggest a succession of layers—much like the 
transparent curtains one sometimes sees on the stage. As these shapes 
appear to lie one behind the other they convey the idea of depth and 
allow the artist to simplify the outlines of his objects without the pic¬ 
ture looking flat. Feininger likes to select motifs such as the gabled 
streets of medieval cities or groups of sailing ships which give scope to 
his triangles and diagonals. His picture of a sailing regatta (Fig. 364) 
shows that the method not only enables him to convey a feeling of 
space but also a sense of movement. 

It was almost inevitable that this increasing concern with problems of 
'form' would lead to experiments with paintings in which no subject at 
all is represented and which rely for their interest only on the arrange¬ 
ment of shapes and colours. We remember that the 'abstract' paintings 
of Kandinskj- in Germany before the First World War had grown out 
of the idea that painting, like music, could be 'pure' expression. At 
about the same time other painters in Paris, in Russia, and soon also 
in Holland based similar experiments on the idea that painting is con¬ 
struction, like architecture. They tried to 'build' patterns out of simple 
shapes like circles and squares. Such works often excite much ridicule 
in exhibitions; yet it is really not ver\- difficult to imagine a frame of 
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mind in which an artist m A ay get completely engrossed in the mysteri¬ 
ous problem of relating such shapes and tones till they appear 'right' 
(p. 14). It is quite possible that a picture which contains nothing but 
two squares may have caused its maker more worry than it caused an 
artist of the past to paint a Madonna. For the painter of the Madonna 
knew what he was aiming at. He had tradition as his guide and the 
number of decisions with which he was confronted was limited. The 
modem painter with his t%vo squares is in a less enviable position. He 
may shift them about on his canvas, trj' an infinite number of possibil¬ 
ities and may never know when and where to stop. Even if we do not 
share his interest we need not scoff at his self-imposed labours. 

If we try to picture this situation we may find it less difficult to under¬ 
stand how other modem artists came to reject the idea that an should 
concern itself only with the solution of problems of 'form'. This preoc¬ 
cupation with puzzles of balance and method, however subtle and ab¬ 
sorbing, left them with a feehng of emptiness 

Experimental Art 
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365. HENRY MOORE: Recumbent Figure. Made in 1938. London, 
Tate Gallery 

which they tried almost desperately to overcome. Like Picasso himself 
they groped for something less sophisticated, less arbitrary. But if the 
interest should lie neither in the 'subject'—as of old—nor in the 
'form'—as recently—what are these works meant to stand for ? 

The answer is more easily felt than given, for such explanations so eas¬ 
ily deteriorate into sham profundity or downright nonsense. Still, if it 
must be said, I suppose the true reply is that the modern anist wants 
to create things. The stress is on create and on things. He wants to feel 
that he has made something which had no existence before. Not just a 
copy of a real object, however skilful, not just a piece of decoration, 
however clever, but something more relevant and lasting than either, 
something that he feels to be more real than the shoddy objects of our 
humdrum existence. If we want to understand this frame of mind, we 
must go back to ourown childhood, to a time when we still felt able to 
make things out of bricks or sand, when we turned a broomstick into a 
magic wand, and a few stones into an enchanted castle. Sometimes 
these self-made things acquired an immense significance for us— per¬ 
haps as much as the image may have for the primitive. I beheve it is 
this intense feeling for the uniqueness of a thing made by the magic of 
human hands that the sculptor Henn,’ Moore (born 1898) wants us to 
have in front of his creations (Fig. 365). Moore does not start by look¬ 
ing at his model. He starts by looking at his stone. He wants to 'make 
something' out of it. Not by smashmg it to bits, but by feeling 

his way, and by trying to find out what the stone 'wants'. If it turns into 
a suggestion of a human figure, well and good. But even in this figure 
he wants to preser\-e something of the soUdit}' and simplicity- of a 
rock. He does not try to make a woman of stone but a stone which sug¬ 
gests a woman. 
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It is this way of working, I think, which Picasso had in mind when he 
says he does not seek, he finds. For many modern artists think it 
wrong to work according to any preconceived plan. They are not out to 
represent any subject in particular nor, for that matter, to solve any 
specific 'formal problems'. They believe that the work should be al¬ 
lowed to 'grow' according to its own laws. This method again recalls 
our doodles on the blotting paper when we let oursel\-es be surprised 
by the outcome of our idle pen-games—only that the modem artist 
takes his work very seriously. The best description of this procedure 
was given by the Swiss painter and musician Paul Klee (i 879-1940) in 
a lecture at the Bauhaus (p. 420). He began by relating lines, shades 
and colours to each other, adding a stress here, removing a weight 
there to achieve that feeling of balance or 'rightness' after which every 
artist is striving. He described how the forms emerging under his 
hands gradually suggested some real or fantastic subject to his imagin¬ 
ation and how he followed these hints if he felt that it would help and 
not hinder his harmonies if he completed the image that he had 
'found'. It was his conviction that this way of creating images was 
more 'true to nature' than any slavish copy could ever be. For nature 
herself, he argued, creates through the artist; it is the same mysterious 
power that formed the weird shapes of prehistoric animals and the 
fantastic fair\’land of the deep sea fauna which is still active in the 
artist's mind and makes his creatures grow. 

If the outcome of all this searching and groping (Fig. 351) looked to 
the outsider rather like a childish scrawl this did not worry Klee over¬ 
much. Like Picasso he longed to get rid of the standards of earnest 
grown-ups and recover the unspoilt imagination of the primitives and 
of children. Once more it may be useful to remember that this yearn¬ 
ing for the simple and naive is not just a whim of modern artists. We 
have met with it in the case of Gauguin (p. 416), who was merely the 
most consistent of the nineteenth-century artists who yearned for the 
lost paradise of innocence. 
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In one of his letters from Tahiti, Gauguin had written that he felt he 
had to go back beyond the horses of the Parthenon, back to the 
rocking-horse of his childhood. It is easy to scoff at this preoccupation 
of modern artists with the simple and child-like, and yet it should not 
be too difficult to understand it. For artists feel that this directness 
and simplicit}- is the one thing that cannot be learnt. Ever}- other 
trick of the trade can be acquired. Ever>- effort becomes easy to imit¬ 
ate after it has been shown that it can be done. Many artists feel that 
the museums and exhibitions are full of works of such amazing facil¬ 
ity and skill that nothing is gained by continuing along these lines; 
that they are in danger of losing their souls and becoming sHck manu¬ 
facturers of paintings or sculptures unless they become as httle 
children. 



366. ROUSSEAU: Porrra/f of Joseph Brunner. 1909. Zurich, Dr. Franz 
Meyer Collection 

Experimental Art 

This Primitivism advocated by Gauguin became perhaps an even more 
lasting influence on modern art than either Van Gogh's Expressionism 
or Cezanne's way to Cubism. It heralded a complete revolution in taste 
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which began round about 1906, the year of the first exhibition of the 
'Fauves' (p. 431). It was only through this revolution that critics began 
to discover the beauty of the works of the early Middle Ages such as p. 
115, Fig. 107, or p. 128, Fig. 120. It was then that artists began to study 
the works of native tribesmen with the same zeal with which academic 
artists studied Greek sculpture. It was this change of taste, too, which 
led young painters in Paris at the beginning of the twentieth century to 
discover the art of an amateur painter, a customs official who led a 
quiet and unobtrusive life in the suburbs. This painter, Henri 
Rousseau (1844-1910), proved to them that far from being a way to 
salvation, the training of the professional painter may spoil his 

chances. For Rousseau knew nothing of correct draughtsmanship, 
nothing of the tricks of Impressionism. He painted with simple, pure 
colours and clear outlines, every single leaf of a tree and every blade of 
grass of a lawn (Fig. 366). And yet there is in his pictures, however 
awkward they may seem to the sophisticated mind, something so vig¬ 
orous, simple and forthright that one must acknowledge him as a 
master. 

In the strange race after the na'i've and unsophisticated which now 
began, those artists who, like Rousseau himself, had had first-hand ex¬ 
perience of the simple life enjoyed a natural advantage. Marc Chagall 
(born 1889), for instance, a painter who 

came to Paris from a small provincial CHAGALL: The Musician. 
1912-13., ■ -n ■ ,,, c, t— 

Laren, P. A. Ragnoult ghetto m Russia shortly before the First 
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World War, did not allow his acquaintance with modem experiments 
to blot out his childhood memories. His paintings of village scenes and 
types, such as his musician who has become one with his instnmient 
(Fig. 367), succeed in presening something of the zest and child-like 
wonder of real folk art. 

The admiration for Rousseau and the naive self-taught mann er of 
'Sunday-Painters' led other artists to renounce the complicated theor¬ 
ies of 'Expressionism' and of 'Cubism' as unnecessary ballast. They 
wanted to conform to the ideal of the 'man in the street', and paint 
clear and straightforward pictures in which every leaf on the trees and 
every furrow in the fields could be counted. It was their pride to be 
'down to earth' and 'matter of fact' and also to paint subjects which the 
plain man can like and understand. Both in National Socialist Ger¬ 
many and in Com-mimist Russia this attitude found eager support 
from the politicians, but this need 
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368. GR.\N"T wood: Spring Turning, painted in 1036. Coll. .\Lr A . 
Elon H. Hooker, New York. 

prove nothing for or against it. The American Grant Wood 
(1891-1942% who had been to Paris and Mimich, celebrated the 
beauty of his native Iowa with this deliberate simplicity. For his paint¬ 
ing of 'Spring Turning' (Fig. 368) he even made a clay-model which 
enabled him to study the scenery from an imexpected angle and im¬ 
parts to his work something of the charm of a toy landscape. 

One may well sympathize with the taste of modem artists for all that is 
direct and genuine and yet feel that their efforts to become deliber¬ 
ately naive and unsophisticated were bound to land them in self-con¬ 
tradiction. The best known of the modem movements in art—Surreal¬ 
ism—well illustrates this difficulty. The name was coined in 1924 to 
express the longing of young artists to create somet hing more real 
than reahty itself, something of greater significance, that is, than a 
mere copy ot what we see. But, alas, one cannot become 'primitive' at 
wiU. While some ot these artists were driven by their frantic wish to 
become child-like into the most astonishing antics of calculated silli¬ 
ness, others were led to consult scientific textbooks on 

what constitutes the primitive mind. They were greatly impressed by 
the writings of Freud who had shown that when our wakening 
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thoughts are numbed the child and the savage in us takes over. It was 
this idea which made the Surrealists proclaim that art can never be 
produced by wide-awake reason. They might admit that reason can 
give us science but would say that only unreason can give us art. Even 
this theory is not quite as new as it may sound. The ancients spoke of 
poetry as a kind of 'divine madness’, and Romantic writers like Col¬ 
eridge and De Quincey deliberately experimented with opium and oth¬ 
er drugs to drive out reason and let imagination take sway. The Sur¬ 
realists, too, hanker after mental states in which what is deep down in 
our minds may come to the surface. They agree with Klee that an artist 
cannot plan his work but must let it grow. The result may look mon¬ 
strous to an outsider but if he discards his prejudice and lets his fancy 
play he may come to share the artist's strange dream. 

I am not sure that this theory is right, nor even that it really corres¬ 
ponds to the ideas of Freud. Nevertheless, the experiment of painting 
dream-pictures was certainly worth making. In dreams we often ex¬ 
perience the strange feeling that people and objects merge and ex¬ 
change places. Our cat may at the same time be our aunt and our 
garden Africa. One of the leading Surreahst painters, the Spaniard Sal¬ 
vador Dali (born 1905), who spent several years in the U.S.A., has 
tried to 
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369. dali: Apparition of Face and Fniir-dish on a Beach, painted in 
1938. Hartfordj U.S.A. 

Wadsworth Atheneum 

imitate this weird confusion of our dream-life. In some of his pictures 
he mixes surprising and incoherent fragments of the real 
world—painted with the same detailed accuracy with which Grant 
Wood paints his landscapes—and gives us the hatmting feeling that 
there must be some sense in this apparent madness. As we look more 
closely at Fig. 369, for instance, we discover that the dream-landscape 
in the upper right-hand comer, the bay with its waves, the mountain 
with its tunnel, represents at the same time the head of a dog whose 
collar is also a railway \naduct across the sea. The dog hovers in mid¬ 
air—the middle part of its body is formed by a fruit-bowl with pears 
which in its turn merges into the face of a girl whose eves are formed 
by some strange sea-shells on a beach crowded with puzzling appari¬ 
tions. As in a dream, some things, like the rope and the cloth, stand 
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out with im-expected clarity while other shapes remain vague and 
elusive. 

A painting such as this brings it home to us for the last time why it is 
that modem artists are not satisfied in simply representing 'what they 
see'. They have become too much aware of the many problems which 
are hidden in this demand. They know that the artist who wants to 
'represent' a real (or imagined) thing does not start by opening his 
eyes and looking about him but by taking colours and forms and build¬ 
ing up the required image. The reason why we often forget this simple 
cmth is that in most pictm-es of the past each form and each colour 
happened to signify only one thing in nature—the brown strokes stood 
for tree trunks, the green dots for leaves. Dah's way of letting each 
form represent several things at the same time may focus our atten¬ 
tion on the many possible meanings of each colour and form—much in 
the way in which a successful pun may make us aware of the function 
of words and their meaning. Dah's sea-shell which is also an eye, his 
fruit-bowl which is also a girl's forehead and nose, may send our 
thoughts back to the first chapter of this book, to the Aztec rain-god 
Tlaloc, whose features were composed of rattlesnakes (p. 30, Fig. 29). 

And yet—if we really take the trouble of looking up the ancient idol we 
may receive something of a shock—how great is the difference in spirit 
for all possible similarity- of methods! Both images may have emerged 
from a dream, but Tlaloc, we feel, was the dream of a whole people, 
the nightmare figure of the dire power that held sway over their fate; 
Dali"s dog and fruit-bowl reflect the elusive dream of a private person 
to which we hold no key. It clearly would be imfair to blame the mo¬ 
dem artist for this difference. It arises out of the totally different circ- 
timstances in which the two works were created. 

To produce a perfect pearl the oyster needs some piece of matter, a 
sandcom or a small splinter roimd which the pearl can form, A 'ithout 
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such a hardcore it may grow into a shapeless mass. If the artists feel¬ 
ings for forms and colours are to crystallize in a perfea work, he, too, 
needs such a hard core—a definite task on which he can bring his gifts 
to bear. 2E 

We know that in the more distant past all works of an gained shape 
round such a vital core. It was the communit}- which set ±e artists 
their tasks—be it the making of ritual masks or the building of cathed¬ 
rals, the painting of portraits or the illustration of books. It matters 
comparatively Httle whether we happen to be in s A -mpathy with all 
these tasks or not; one need not approve of bison-hunting by magic, of 
the glorification of criminal wars or the ostentation of wealth and 
power to admire the works of art which were once created to serve 
such ends. The pearl completely covers the core. It is the secret of the 
artist that he does his work so superlatively well that we all but forget 
to ask what his work was supposed to be, for sheer admiration of the 
way he did it. \X'e are all famihar with this shift of emphasis in more 
trivial instances. If we say of a schoolboy that he is an artist in boast¬ 
ing or that he has turned shirking into a fine art, we mean precisely 
this—that he displays such ingenuity and imagination in the pursu¬ 
ance of his imworthy ends that we are forced to admire his skill 
however much we may disapprove of his motives. It was a fateful mo¬ 
ment in the Stor}- of Art when people's anention became so riveted on 
the way in which artists had developed painting or sculpting into a fine 
an that they forgot to give artists more definite tasks. We know that 
the first step in this direction was taken in Hellenistic times (p. 74), 
another in the Renaissance fp. 210). But however surprising this may 
sound, this step did not yet deprive painters and sculptors of that vital 
core of a task which alone could fire their imagination. Even when def¬ 
inite jobs became rarer there remained a host of problems for the 
artist in the solution of which he could display his master}'. Vi'here 
these problems were not set by the community- they were set by tradi¬ 
tion. It was the tradition of im A e-making which carried in its stream, 
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as it were, those indispensable sandcoms of tasks. \X'e know that it 
was a matter of tradition rather than any inherent necessity that an 
should reproduce nature. The imponance of this demand in the his¬ 
tory' of an from Giotto (p. 144) to the Impressionists (p. 391) does not 
he in the faa—as is sometimes thought—that it is the 'essence' or ’dut}" 
of an to imitate the real world. Nor is it true, I beheve, that this de¬ 
mand is quite irrelevant. For it provided, as we have seen, just the Vfpt 
of insoluble problem which challenges the ingenuity' of the artist and 
makes him do the impossible. \X'e have frequently seen, moreover, 
how each solution of one of these problems, however breath-taking, 
gave rise to new problems elsewhere which gave yoimger men the op- 
porttmit}- of showing what they could do with colours and forms. For 
even the artist who is in revolt against tradition depends on it for that 
stimulus which gives direction to his efforts. 

It is for this reason ±at I have tried to tell the Stor\- of An as the ston’ 
of a continuous weaving and changing of traditions in which each 
work refers to the past and points to the future. For there is no aspea 
of this storj' more wonderful than this—that a hviag chain of tradition 
still links the an of our own days with th at of 

the PjTamid age. The heresies of Akhnaton (p. 42), the turmoil of the 
Dark Ages (p. no), the crisis of art in the Reformation period (p. 274), 
and the break in tradition at the time of the French Revolution (p. 
358) each threatened this continuity-. The danger was often ver}- real. 
After all the arts have been known to die out in whole coimtries and 
civilizations when the last link snapped. But somehow and somewhere 
the final disaster was always avened. When old tasks disappeared new 
ones turned up which gave artists that sense of direction and sense of 
pmpose without which they carmot create great works. In architec¬ 
ture, I beheve, this miracle has happened once more, .\tter the tum¬ 
blings and hesitations of the nineteenth centur}" modem architects 
have found their beaiings. They know what they want to do and the 
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pubhc has begtm to accept their work as a maner of course. For paint¬ 
ing and sculpture the crisis has not yet passed the danger point. Des¬ 
pite some promising experiments (p. 420) there still remains an im- 
happy cleavage between what is called 'applied' or 'commercial' art 
which surrounds us in daily life and the 'pure' art of exhibitions and 
galleries which many of us find so hard to understand. 

It is just as thoughtless to be 'for modem art' as it is to be 'against it'. 
The situation in which it grew is just as much our own doing as that of 
the artists. There are certainly painters and sculptors aUve today who 
would have done honour to any age. If we do not ask them to do any¬ 
thing in particular, what right have we got to blame them if their work 
appears to us obscure and aimless ? 

The general pubUc has settled down to the notion that an artist is a 
fellow who should produce An much in the way a bootmaker produces 
boots. By this they mean that he should produce the kind of paintings 
or sculptiu'es they have seen labelled as Art before. One can under¬ 
stand this vague demand, but, alas, it is the one job the artist cannot 
do. What has been done before presents no problem any more. There 
is no task in it that could put the artist on his mettle. But critics and 
'highbrows', too, are sometimes guilty of a similar misimderstanding. 
They, too, tell the artist to produce Art; they, too, are inclined to think 
of pictures and statues as specimens for future musevuns. The only 
task they set the artist is that of creating 'something new'—if they had 
their way, each work would represent a new stymie, a new 'ism'. In the 
absence of any more concrete jobs even the most gifted modem artists 
sometimes fall in with these demands. Their solutions of the problem 
of how to be original are sometimes of a wit and brilhance not to be 
despised, but in the long run this is hardly a task worth piu A uing. 
That, I beheve, is the ultimate reason why modem artists so often ttim 
to various theories, new and old, about the nature of art. It is probably 
no more true to say that 'art is expression' or that 'art is constmction' 
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than it was to say that 'an is the imitation of nature'. But any such the- 
or\-, even the most obscure one, may contain that proverbial grain of 
truth which might do for the pearl. 

Here, at last, we are back at our starting point. There really is no such 
thing as Art. There are only artists—men and women, that is, who are 
favoured with the wonderful gift of balancing shapes and colours till 
they are 'right', and, rarer still, who possess that integrity of charaaer 
which never rests content with half-solutions but is ready to forgo all 
easy effects, all superficial success for the toil and agony of sincere 
work. Artists, we trust, will always be born. But whether there will also 
be art depends to no small extent on ourselves, their pubhc. By our 
indifference or our interest, by our prejudice or our understanding we 
may yet decide the issue. It is we v.-ho must see to it that the thread of 
tradition does not break and that there remain opportunities for the 
artist to add to the precious string of pearls that is our heirloom from 
the past. 



370. The Painter and his Model. Illustration by PICASSO to Balzac's 
Le Chef-d'CEuvre Inconnu, published by Vollard in Paris, 1931 


A NOTE ON ART BOOKS 
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I have made it a rule in the body of this book not to irritate the reader 
with repeated reminders of the many things that lack of space preven¬ 
ted me from showing or discussing. I must break this rule here and say 
with emphasis, and with regret, that it is quite impossible for me to ac¬ 
knowledge all the authorities to whom I am indebted in the foregoing 
pages. Our ideas about the past are the result of an immense co-oper¬ 
ative effort and even a simple book hke this may be described as a re¬ 
port on the work of a large team of historians, living and dead, who 
have helped to clarify the outlines of periods, styles and personahties. 
. A nd how many facts, formulations and opinions one may have taken 
from others w A ithout knowing it! I happen to remember that I owe my 
remarks on the rehgious roots of Greek sport (p. 58) to a broadcast by 
Professor gilbert MURRAY at the time of the London Olympic games, 
but it was only on re-reading D. F. tovey's book on The Integrity of 
Miisic, Oxford, 1941, that I realized how many of its ideas I had used in 
the Introduction to this book. 

But while I cannot hope to list all the writings which I may have read 
or consulted, I lid express the hope, in the preface to this voliune, that 
it may equip newcomers for consulting more specialized books to 
greater advantage. It therefore remains to show the way to these 
books. 

It may be useful to start with some rough and ready division to distin¬ 
guish the many kinds of an books which crowd the shelves of our 
Ubraries and bookshops. There are books for READING, books for 
REFERENCE and books to LOOK AT. By the first group I mean books 
we enjoy for the sake of their authors. These are works which cannot' 
date' because, even when the views and interpretations they offer are 
no longer in fashion, they remain valuable as documents of their time 
and as expressions of a personality. To those who want to deepen their 
acquaintance with the world of art in general, without v\-anting to be¬ 
come specialists in any particular field, it is this type of book I would 
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recommend for further reading, .'\mong these, again I would single 
out the source BOOKS of the past, books by artists or writers who were 
in c'ose touch with the things they 

describe. Not all of them make easy reading, but any effort it may take 
to get acquam A ted with a world of ideas so different from our own will 
be richly rewarded through a better and more intimate imderscauding 
of the past. .Among these primary sources which exist in English ver¬ 
sions I would Ust—in chronological order— The elder pliny’s Chapters 
on the History of Art translated by K. J. Bleake, with a commentary by 
E. Sellers, London, 1896, our most important source of information on 
Greek and Roman painting and sculpture, compiled from older tests 
by the famous scholar who perished in the destruction of Pompeii A p. 
77). Old Chinese writings on art are most easily accessible in a volume 
of the ’ VTisdom of the East’ series, entitled The Spirit of the Brush, 
translated by Shio Sakanishi, London, 1939. The most important doc¬ 
ument for the outlook of the great medieval cathedral builders (p. 131 
f.) is the account of abbot suGERof the building of the first great Goth¬ 
ic church, which exists in a model edition: Abbot St A er on the Abbey 
Church of St. Denis and its Art Treasures, edited, translated and an¬ 
notated by E. Panofeky, Princeton, 1946. Those who are interested in 
the technique and training of late raediev A painters can now turn to 
the equally scholarly edition of cennino cen'nini. The Craftsman's 
Handbook, by Daniel V. Thompson Jr. (2 vols.). New Haven, 1932-3. 
The standard edition of Leonardo da vinci's principal writings and 
notes 'p. 214) is J. P. Richter, The Literary JX'orks of Leonardo da 
Vinci, Oxford, 1939. His plea for the dignity of painting (p. 215) now 
exists in a special edition, LEONARDO D.\ VINCI, Paragone: A Com¬ 
parison of the Arts, translated and edited by Irma .A. Richter, Oxford, 
1949. Leonardo da vinci’s Treatise on Painting, translated by J. F. 
Rigaud, London, 1887, is based on an important collection of the 
master's notes made in the sixteenth century, some of which no longer 
exist in the original. 
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The Literary Remains ofALBRECHTDURER (p. 254) exist in an Eng¬ 
lish edition by W. .M. Conway, Cambridge, 1889. durer's Records of 
his Journeys to Venice and the Lots Countries (p. 256) exist in a separ¬ 
ate edition by Roger Fry, Boston, 1913. 

A Note on Ait Books 

By far the most important source book for the art of the Renaissance 
in Italy is GIORGIO VASARl's Lizes of the Painters, Sculptors and Ar¬ 
chitects, which exists in a handy (.though not feulUess) edition in 
'Everyman's Library', London, 1927 (4 vols.)- The original text was 
first published in 1550 and re%-ised and enlarged in 1568. It is a book 
that can be read for pleasure, as a collection of anecdotes and shon 
stories, some of which may even be true. It will be read with even 
greater profit and en)o>"ment if we take it as an interesting document 
of the period of 'Mannerism', when artists became conscious and over¬ 
conscious of the great achievements of the past that weighed on them 
(p. 265 f.). The other fascinating book by a Florentine artist of that 
restless period, BENVENUTO CELLINI'S Autobiography (p. 267), ex¬ 
ists in various Enghsh editions; the latest is that edited by John Pope- 
Hennessy in the 'Phaidon Pocket Editions', London, 1949. 

The academic tradition of the seventeenth and eighteenth centuries, 
tempered by much wisdom and common sense, is represented by SIR 
JOSHUA Reynolds’s Fifteen Discourses, Delivered in the Royal Aca- 
detm; which also exists in the 'Everyman's Library', London, 1906 (p. 
349 )- 

The Romantic p>oint of view is most clearly reflected in the wonder- 
ful A OT/rna/i o/EUGENE DELACROIX (p. 381), translated by Walter 
Pach, New York, 1937. A source book on the Impressionists by an art 
dealer who knew most of them is T. duret's Manet and the French Im¬ 
pressionists, London, 1910 (p. 387 f.), but many will find the study of 
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their letters more rewarding. There are English translations of the let¬ 
ters of camille pissarro (p. 394), edited by J. Rewald, New York, 1943, 
of DEGAS by M. Guerin, Oxford, 1947, of CEZANNE (pp. 405, 432) by 
J. Rewald, London, 1941. van gogh's Letters to his Brother (pp. 411, 
423) were published in English in 1927 (2 vols.). Further Letters in 
1929, and his Letters to E. Bernard (edited by D. Lord), London, 1938. 

J. A..MCN. whistler's Gentle Art of Making Enemies (p. 401) came out 
in London, 1890. 

The point of \-iew of modem architects is forcefully put in the writings 
of such pioneers 

as FRANK LLOYD WRIGHT (p. 404), whose 

London lectures and discussions were transcribed in a Hvely %-olume 
entitled An Organic Architecture, London, 1939, and whose A aro-bio- 
graphy was published in New York, 1932, 

or LE CORBUSIER, whose volumes Toaards a Sea Architecture, Lon¬ 
don, 1927, and The City of Tomorrozc, London, 1929, show the mo¬ 
dem architect's ambition to reform our whole way of life. 

Among modem painters who have explained their artistic creed in 
print I may mentiao PAUL KLEE, On Modem Art A translated by P. 
Findley) London, 1948 (p. 439), and HILAIRE HILER, Wiry Ab¬ 
stract?, Loadoa, 1948, which contains a clear and intelligible account 
of an American artist's oooversioo to 'abstract' painting. 

In conclusion two excellent antholc A es must be quoted which supple¬ 
ment the books listed above and may also serve as an introduction to 
the whole field: E. G. H OL T, Literary Sources cf An History, Prin¬ 
ceton, 1947, and ROBERT 
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GOLDWATER .AND .M.4RCO TREVES, ArtistS 

on Art, New York, 1945, both of which can be opened an>-where and 
read for pleasure. 

This category of books which should be read just as much for the sake 
of their authors as for the information they contain should also include 
a number of works by the great critics and historians of art. Opinions 
about their relative merits are bound to differ and the following shon 
hst should only be taken as a first guide to those who are searching a 
hbrary catalogue or bookshop for reading matter on art. 

Those who want to clarify their own \'iews on artistic matters and to 
benefit from past enthusiasm might do worse than sample the books 
of the leading nineteenth-century art critics such as JOHN ruskin (p. 
401 f.), 

WILLIA.M MORRIS p. 4O4), Or WALTER 

p.ATER, the representative of the 'aesthetic movement' in England [p. 
402). The French critics of the period happen to be a httle closer to our 
own present outlook and the writings on art by Charles Baudelaire, ec- 
gene FROMENTIN and the brothers edmond and JULES DE 
GONCOURT are related to the artistic revolutions of French painting 
(p. 385). The spokesman of 'Post-Impressionism' (p. 430) in England 
was ROGER FRY'; the most svinpathenc interpreter of 'experimental 
ait' in this country is HERBERT read. 

Historians of art may conveniently (if somewhat superficially) be 
grouped intoooimoisseurs and students of styUsric trends. Amoi A the 
first there are the towering figures of a passing generation whose word 
on maners of ' attribution' was 'or still is) law. They include scholars 
such as BERNARD BERENSON, whose Iiolicm 
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A Note on Art Books 
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Painters of the Renaissance (revised edition, Oxford, 1930) has be¬ 
come something of a classic; WILHELM bode, whose Florentine 
Sculptors of the Renaissance, London, 1908, and Great Masters of 
Dutch and Flemish Painting, London, 1909, will always retain their 
importance as pioneer works; and max j. fried-LAXDER, whose Art 
and Connoisseurship, London, 1942, provides the best introduction to 
the approach of this group. 

For theories of stj'listic change and its connexion with historical devel¬ 
opments we must turn to the academic art historians of Germany and 
Austria. The only examples of this important branch of research at 
present accessible to those who do not read German are two (rather 
imperfectly translated) books by the Swiss HEINRICH WOLFFLIN, 
The Art of the Italian Renaissance, London, 1903, and Principles of 
Art History, New York, 1932, which form an admirable introduction 
into the technique of comparative description. 

The great school of French medievalists is represented by emile male, 
of whose indispensable studies on the themes of French art an antho¬ 
logy exists in EngUsh with the title Religious Art from the Ttaelfth to 
the Eighteenth Century, New York, 1949. 

The way to the books we want to read or to look up when we are in 
search of information on a particular period, technique or master is 
more easily shown though it may take a little trouble and practice to 
walk it to the end. There are a number of books which contain useful 
hsts for further reading and if we proceed with these to a well-stocked 
library we may quickly find what we want. Among handy books con¬ 
taining such hsts grouped according to periods I would recommend 
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Helen GARDNER, Art through the Ages, New York, 1948, and the 
second revised edition of DAVID M. ROBB and J. J. GARRISON, Art 
in the Western World, New York, 1942. For their individual fields 1 . 
adam. Primitive Art, 'Penguin', 1940; PAL Y.'El.l.M'E'H, Medieval 
American Art, New York, 1943; M. S. dimand, A Handbook of 
Aluhammedan Art, New York, 1944; w. COHN, Chinese Painting, Lon¬ 
don ('Phaidon') 19485c. E. morey, Medie-oalArt, New York, 1942; P. J. 
MATHER, Western European Painting of the Renaissance, New York, 
1939; JOHN REWALD, The History of Impressionism, New York, 
1946; and N. PEVSNER, An Outline of European Architecture ('Pen¬ 
guin' Editions 1943 and 1945, enlarged 

edition London, 1948) contain up-to-date book lists. 

So much for books on periods. But it must not be forgotten that the 
easiest access to the art of the past is usually not through the study of 
comprehensive works but rather through the work of one representat¬ 
ive master (monographs). If we occupy ourselves lovingly with 
Michelangelo or Rembrandt, we are hkely to learn more about ItaUan 
or Dutch Art than if we read a good many surveys of the whole fields. 
The student in search of information on any major or minor master 
does not usually turn to such books for guidance. His happy hunting 
ground are the various periodicals, the Yearbooks, QuanerUes and 
Monthlies pubhshed by various institutions and learned societies all 
over Europe and America. In these, speciahsts write for specialists, 
and pub-hsh the documents and interpretations out of which the mo¬ 
saic of history is formed. The newcomer may find this at first a bewil¬ 
dering world but if he is interested he will soon learn to thread his way 
through the labyrinth of facts to the heart of the problem which he 
wants to solve for himself. This type of reading can only be done in one 
of the major libraries and there, on the open shelves, the student will 
be sure to find the two works which he needs as his constant guides. 
One is thieme-becker, the largest and most complete dictionary of 
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artists of all times and countries in thirty-six volumes. Though it is 
printed in German, the Ust of books and articles at the end of each 
entry comprises works in all languages and can also be used by non- 
hnguists. Its full title is Allgemeines Lexikon der bildenden KUnstler, 
herausgegeben von u. THIEME und F. BECKER, Leipzig, 1907-47. As 
it took forty years to complete this vast undertaking, the volimies cov¬ 
ering the early parts of the alphabet are now rather obsolete while the 
last letters show evidence of the war years and of somewhat mechanic¬ 
al compilation. 

Luckily there exists another useful guide to books and articles which 
have come out since 1929. This is an American Quarterly, called the 
Art Index, a cumulative author and subject index to a selected list of 
Fine Art Periodicals and Museum Bulletins. There are volumes cover¬ 
ing three years each and if we are in search of any subject, be it the 
name of an artist, a technique, a country or a period, we can find it in 
the alphabetical list of catchwords. Though books are not directly lis¬ 
ted, the index also helps us to 

A Note on Art Books 

track down any major work because it lists all reviews of books which 
were published in any of the periodicals it covers. 

For ILLUSTRATIONS finally, we are less dependent on the language 
in which the books that contain them are written, for a caption can 
easily be understood. The most copiously illustrated history' of art is 
the German Propylden-Kututgeschichie, Berlin, 1925 etc., the sixteen 
volumes of which (and several supplements) contain nearly 10,000 
full-page illustrations. 

A less ambitious undertaking with many, but very small, illustrations 
was Ars Una, Species Mille (1900-48), a series of small volumes on the 
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art of individual countries. There exist EngUsh editions of all but the 
last two volumes: Great Britain and Ireland by sir w. arm-strong; 
Sorthern Italy by C. RiCCl; France by L. hourtique; Egypthy G. D. mas- 
pero; Spain and Portugal by .M. DIEULAFOY; Flanders hy M. 
ROOSES; Ancient Rome by E. SELLERS; Hollande by L. hourtique; 
Grece by L. hourtique. 

The standard history of Itahan art are the twenty-five volumes of A. 
venturi's Storia dell'Arte Italiana, 1901-40. For Italian painting of the 
thirteenth to the fifteenth century there are also the eighteen richly il¬ 
lustrated volumes of R. v. .marie's Italian Schools of Painting, 
1923-38. For the painters of the Netherlands in the fifteenth and six¬ 
teenth century the fourteen volumes of M.J. fried-lander's Die 
ahniederldndischen Maler, 1924-37. A well illustrated history of Span¬ 
ish an is JUAN DE contrera's Historia del Arte His-panica, 1931-45. 

Ofc.R.POST's/i History of Spanish Painting (1930, etc.) nine volumes 
have appeared so far, which cover only the medieval period. For Ger¬ 
man an.G.DEHlo's Geschichte der deutschen Kunst, 1919-34, is the 
most amply illustrated. For French an the relevant chapters of A. 
Michel's Histoire de I'Art, Paris, 1905, may prove the best source of il¬ 
lustrations. Of the Oxford History of English Art, edited by T. s. R. 
BOASE fplanned in eleven volvunes) only vol. v, on the late Middle 
Ages, by joan evans, has so far come out. 

Another convenient source of illustrations are the illustrated cata¬ 
logues of collections and galleries. In the publication of these, the Na¬ 
tional Gallery and the Wallace Collection in London with their com¬ 
plete and handy volumes have taken an admirable lead. The National 
Gallery of An, Washington, has published a 

large volume of coloured reproductions while the Museum of Modem 
An in New York has published a number of exceedingly useful 
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illustrated volumes on its special exhibitions. Of the principal collec¬ 
tions of drawings, the Alber-tina in Vienna, the British Museum in 
London, the Royal Collection, Windsor Castle, and the Fogg Museiun 
of An, Har\’ard University, are publishing fully illustrated catalogues. 
The Uffizi in Florence have published large folders of their Italian di- 
awings, the Louvre in Paris many volumes of its French drawings and 
the Berlin Kupfersiichkabinett its German and Dutch drawings. These 
and similar works are listed in library catalogues under the name of 
the town where the collection is situated. 

For complete and handy editions of the works of the most famous 
painters and sculptors we turn to the series ' Klassiker der Kunst’ 
(1906-37) with German introductions but Enghsh captions. They in¬ 
clude (in alphabetical order) Era Angelica by F. schott-MULLEr; Botti¬ 
celli by w. v. bode; Correggio by G. gronau; Donatello by P. schubring; 
Durerhyy. scherer; Kan Dyck by G. gluck; Giotto by c. H. weigelt; Hals 
by W. R. valentiner; Holbein by P. GANZ; Leonardo by H. bodmer; 
Mantegna by F. knapp; Memling by K. VOLL; Michelangelo by F. 
knapp; Murillo by A. L. .MAYER; Perugino by w. bombe; Raphael by 
A. Rosenberg; Rembrandt's Paintings by A. Rosenberg, Supplement by 
W. R. valentiner; Rembrandt's Etchings by singer; Rembrandt's Draw¬ 
ings by w. R. VALENTINER; Rubens by a. ROSENBERG; Signorelli by 
R. dussler; Titian by 0. fischel; Velazquez by w. gensel; Watteau by E. 
H. zimmermann. 

The Phaidon Press have also published monographs on artists with 
many large plates: Giovanni Bellini by P. HENdy AND L. gold- 
scheider; Botticelli byL.VENTURl; Cezanne by F. novotny; Donatello 
and Ghiberti by L. goldscheider; Van Gogh by w. uhde; Greco by L. 
goldscheider; Hah by n. s. TRIVAS; Leonardo; Michelangelo Paintings 
and Michelangelo Sculptures byL.GOLDSCHElDER; Piero Delia 
France sea by KENNETH CLARK; Raphael by w. suida; Rembrandt's 
Paintings by A. BREDIUS; Rembrandt's Drawings by o. benesch; 
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Rodin by sommerville story; Rubens by R. M. Stevenson; Tintoretto by 
H. tietze; Titian by H. tietze; Uccello by JOHN pope-hennessy; 
Velazquez by E. lafuente; Vermeer by T. bodkin. 

LIST OF ILLUSTRATIONS AND ACKNOWLEDGEMENTS 

(_The viar and post-toar years have resulted in much temporary and 
permanent dislocation of works of art. The locations given in this book 
are those last knoton.) 

Frontispiece. Velazquez: Las Meninas. Madrid, Prado. (Copyright 
Medici Society, Lx>ndon) 

INTRODUCTION 

1. Rubens: Portrait of his son Nicholas. 

Drawing. Vienna, .Albertina 

2. Diirer: Portrait of his mother. Drawing. 

Vienna, .-Vlbertina 

3. Murillo: Street arabs. Munich, Alte 
Pinakothek 

4. Pieter de Hooch: Interior with a woman 

peeling apples. From the original in the Wallace Collection, London, 
by permission) 

5. Melozzo da ForU: Angel. Detail. Vatican 
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Pinacoteca 

6. Memling: .Angels, Detail. Antwerp, 

-Museimi 

7. Guido Reni: Head of Christ. Detail. 

London, National Gallery 

8. Tuscan .Master: Head of Christ. Detail. 

Florence, Ufiizi 

9. Diirer: .X hare. Water-colour. Vienna, 

Albertina 

10. Rembrandt: .-Vn elephant. Drawing. 

Vienna, .Albertina 

11. Picasso: .\ hen with chickens. Illustra¬ 
tion to Buffon's Xatural History. (Photo: Jeaime Gerard, Paris) 

12. Picasso: .A cockerel. Drawing in the 

artist's possession. (Photo: Jeanne Gerard, Paris) 

13. Gericault: Horse-racing at Epsom. Paris, 


Louvre 
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14 - The same subject, as the camera sees it. 

Photo finish (CopNTight Race Finish Recording Co. Ltd.) 

15. Caravaggio: St. .Matthew. Berlin, Kaiser- 
Friedrich .Museum 

16. Caravaggio: St. .Matthew. Rome, S. 

Luigi dei Frances! 

17. Raphael: The Virgin in the meadow. 

Vieima, Kunsthistorisches .Museum 

18. Raphael: Four studies for the Virgin in 
the meadow. Vierma, Albertina 

i: STRANGE BEGINNINGS 

19. The Cave of LascatLX in France. By per¬ 
mission of M. Windels and iVIessrs. Faber and Faber Ltd., London, 
publishers of Enghsh edition of Lascau.x) 

20. Bison, rock-painting in the cave of Alta- 
mira in Spain 

21. Reindeer, rock-painting in the cave of 


Font de Gaume in France 




22. .A ritual mask from .Alaska. Berlin, 

Museum fur Volkerkunde 

23. Car\'ed Lintel from a Maori chieftain’s 
house. London, British Museum 

24. Bronze head of a negro. Excavated in 
Nigeria. London, British Museum 

25. Oro, God of War, from Tahiti. London, 

British Museum 

26. .\ ritual mask from New Guinea, Elema 
District. London, British Museimi 

27. .A Haida chieftain’s house. A By permission 

of the American Museum of Natural Histor\’, New York) 

28. Head of the death-god, from a Maya 

altar. Copan, Honduras. After the cast in the British Museum 

29. The .Aztec rain-god Tlaloc. Berlin, 

Museum fiir Volkerkunde 

30. Clay vessel in form of the head of a one- 
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eyed man. Excavated in the valley of Chiama, Peru. London, British 
Museum, Gaffron Collection 

31. .Australian native drawing on a rock. 

Photograph. (By courtesy of C. P. Mountford; St. Peter's, AustraUa) 

2: ART FOR ETERNITY 

32. The Great Pyramid of Gizeh 

33. Painting of a pond. From a tomb in 
Thebes. London, British Museum 

34. Portrait of Hesire, from a wooden door in 
his tomb. Cairo, Museiun 

35. A wall from the tomb of Chnemhotep 
near Beni Hassan 

36. Birds in a bush. Detail of Fig. 35 

37. Portrait head of limestone. Vienna, Kunst- 
historisches .Museum 

38. .Amenophis IV. Limestone relief. Berlin, 

.Museum 

39. Tutankhamen and his wife, from the 




throne found in his tomb. Cairo, Museum 
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40. .A dagger from Mycenae. Athens, 

Museum. (Electrotype reconstruction) Fragment of a harp, found in 
Ur. London, 

British .Museum .Monument of King Naram-sin, found in 
Susa. Paris, Lou\Te 
41 

42. 

List of Illustrations a?id Acknowledgements 

43. AssjTian army besieging a fortress. Ala¬ 
baster relief. London, British Museum 

44. An Egyptian craftsman at work on a 

golden sphinx. Wall-painting from a tomb in Thebes 
3: THE GREAT AWAKENING 

45. The Parthenon, Athens. Photo; Mar¬ 
burg) 

46. The mourning of the dead. From a Greek 
vase. London, British Museum 




47 - Statue of a youth. Delphi, Museum 
48. Greek vase with Achilles and Ajax play- 
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mg draughts. Vatican, Museum 49- The warrior's leavetaking. Vase- 
painting. Munich, Antiquarium 

50. Athena Parthenos. Roman copy after 
Pheidias. Athens, National Museum 

51. HerciUes carrj-ing the heavens, from the 
Temple of Zeus. Olympia, Museum 

52. Head of the bronze statue of a charioteer, 
found in Delphi. Delphi, .Museum 

53. Discus thrower. Roman copy after 
MyTon. Munich, Glyptothek 

54. Charioteers. Detail from the Parthenon 
frieze. London, British Museum 

55. Horsemen. Detail from the Parthenon 
frieze. London, British Museum 

56. Tombstone of Hegeso. Athens, National 


Museum 




57 - Greek sculptor's workshop. From a Greek 
bowl. Berlin, Staatliches Museum 

58. Maiden gathering flowers. Wall-painting 

from Stabiae. Naples, National Museum. (Photo: Alinari) 

59. Praxiteles: Head of Hermes. Detail of 
Fig. 62 

4: THE REAL.M OF BEAUTY 

60. The Erechtheion. Athens, Acropolis 

61. A goddess of victorj'. From the Temple of 
Victor A ' in Athens 

62. Praxiteles: Hermes with young Dionysus. 

Oh-mpia, Museum 

63. Apollo Belvedere. Vatican, Museimi 

64. The Venus of Milo. Paris, Louvre 

65. Head of Alexander the Great. Probably 
after Lysippus. Istambul, Museum 

66. ’Corinthian' capital. Found in Epi- 
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daurus. Epidaurus, Museum 

67. The gods fighting the giants. From the 

altar of Zeus in Pergamon. Berlin, Staatliches Museum 

68. Laocoon. Vatican, Museum 

69. Head of a faun. Detail of a wall-painting 
from Herculaneum. Naples, National Museum 

70. Landscape. Wall-painting. Rome, Villa 
Albani 

71. Greek sculptor at work. Hellenistic gem. (By counesy of the .Metro¬ 
politan Museum of Art, New York; 

5: WORLD CONQUERORS 

72. The Colosseum m Rome 

73. Interior of the Pantheon in Rome. Paint¬ 
ing by G. P. Pannini. Private Collection 

74. The Emperor Vespasianus. Naples, 

National Museum 

75. Trajan's column, Rome. (Detail) 

76. Portrait of a man, found at Hawaia 




(Egypt). London, National Gallery 


675/730 


77- Head of Buddha, found in Gandhara. (By permission of the Viaoria 
and Albert .Museum, London") 

78. Gautama Buddha) leaving his home. 

Rehef found m Gandhara. Calcutta, Indian Museum 

79. Moses striking water fix)m the rock. 

Wall-painting from the Synagogue in Dura-Europos. A By counesy of 
Yale Universirj- .Art Gallery) 

80. Christ with St. Peter and St. Paul. From 

the sarcophagus of Junius Bassus. Rome, Crypt of St. Peter 

81. The Three Men in the Fier>- Furnace. 

WaU-painting from the PrisciUa Catacomb, Rome 

82. Portrait of an official from Aphrodisias. 

Istambul, .Museum 

83. A painter of 'funeral portraits’ in his 

workshop. From a painted sarcophagus, found in the Crimea. 

6: A PARTING OF WAYS 


84. S. ApoUinare in Classe, Ravenna 




85 - Enthroned Madoima and Child. B\-zan- 
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tine painting. ;By counesy of the National Gallery of An, Washington, 
Mellon Collection) 

86. Christ as Ruler of the Universe, the 

Virgin and Child and Saints. Cathedral of .Monreale, Sicily 

87. The Miracle of the Loaves and Fishes. 

Mosaic from the Basilica of S. Apol-linare Nuovo, Ravenna 

88. Byzantine Iconoclast, whitewashing an 

image of Christ. From the Chludow Psalter. Moscow, Historical 
Museum 

7: LOOKING EASTWARDS 

89. The Court of Lions in the Alhambra of 
Granada, Spain 

90. Humay and Humajtm, from a Persian 
manuscript. Paris, Musee des Aits Decora tifs 

91. A reception. Detail of a relief in the tomb 
of Wu-liang-tse, Shantung, China 

92. VCinged lion, on the road to the tomb of 




Prince Hsiao Hsiu near Nanking 

93. Persian silk prayer carpet. CoU. iVlme E. 
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Paravicini. ' From .-I Survey of Persian Art, Vol. VI, by permission of 
the Oxford University Press) 

94. Head of a Lohan, from a glazed tone 

statue found in I-chou, China. Formerly Frankfurt, Fuld Collection 

95. Husband reproving his wife. Detail of a 

silk scroll, probably an old copy after Ku K'ai-chi. London, British 
Museum 

96. ,Ma Yiian: Landscape in moonlight. 

Painting on silk. Chinese Government 

97. Kao K'o-kung: Landscape after rain. 

Chinese Government 

98. Fishes. Leaf from an album. Probably 

painted by Liu Ts'ai. Philadelphia, Pennsylvania Museum of .\rt 
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215, 228-9, 240, 268, 274, 284, 300, 308, 311, 324, 342, 346, 349, 357, 
376, 379-80, 435 training of, 141,160,179, 213, 221, 362, 385, 439 

Aschaffenburg, 257 

Asia Minor, 50, 73 

Assyria, 45, 47 

Asumasirpal III, 47 

Athenodoros, 75 

Athens, 51, 55, 68, 359 Acropolis, 55, 68 Erechtheion, 67-8 Parthenon, 
49, 57 , 61-3, 69 

Attic, 289 

Augsburg, 274 

Australia, 32 

Austria, 260, 336 

Austrian art, 336-40, 427 

Avignon, 155 Aztec art, 30-2, 443 

B 
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Babylon, 45 

Barbizon, 382, 384 
Barlach, 427 
Baroque, 288 

Baroque art, 287-308, 310, 311, 

325-42, 343, 344, 345, 378 Barry, 378 Basilica, 92 Basle, 251, 274 Bas- 
sano, 248 Bauhaus {see Dessau) Bayeux tapestry, 111, 116-18 Beards¬ 
ley, 430 Beduzzi, 340 Belgium, 122,125,170, 309, 

340 {see also Netherlands) Belgian art {see Burgundian 

art, and Flemish art) Bellini, 256 Bembo, Cardinal, 236 Bernini, 327-9, 
335 Berry, Duke of, 158 Blake, 366-9 Blenheim Palace, 345 Block- 
books, 203 Bohemia, 155, 336 Bologna, 290, 293 Bologna, Giovanni 
{see 

Boulogne) Borgia, 215 Borromini, 325-6 Bosch, 262-4 Botticelli, 191-4, 
208, 223 Boulogne, Jean de, 269-70, 283 Bramante, 211-12, 222 
Brueghel, 280-3 Bruges, Old Chancellery, 249 Brunelleschi, 162-5, 
4io> 420 Brussels, 280 Buddhist art, 86,106 Burgundy, 157, 158, 168, 
170, 

185 Burgundian art, 158,168-75, 

197-8,199-201 Burin, 204 Burke, 363-4 

Burlington, Lord, 345, 346 Byzantium {see Constantinople) Byzantine 
art, 97-8,128,143- 
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4 , 272 

Caen, S. Pierre, 250 
Callot, 283-4 
Capital, 68 

Caravaggio, 12-13, 290-2, 296,306, 318, 352, 358, 383 

Caricature, 10, 423 

Carracci, 290-2, 296, 349, 352, 358 

Carrara, 222 

Catacombs, 89 

Cathedral, 134 

Cave paintings, 19, 21, 23 

Cellini, 267-8, 283, 448 

Cezanne, 405-12, 422, 432, 436, 448 

Chagall, 440-1 

Chambers, 359 

Chardin, 353-4 

Charlemagne, 113-14 




Charles I of England, 300,302-3 
Charles V, Emperor, 240 
Chartres Cathedral, 134,136-7 
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Chaucer, 150,152,158 
Cheltenham, 359 
Chiaroscuro, 18 
Chigi, 234 

Chinese art, 101-8, 359 
Chludow psalter, 98 
Choir, 92 

Christian art (st?<? Early Christian art) 

Cinquecenlo, 209 

Classical art, 49-S5, 114, 138, 143, 161-3, 168, 180, 211-12, 221, 262, 
266, 288, 289, 294, 

365 Claude {see Lorrain) Cnossos, 42 Colbert, 342 Coleridge, 442 Col¬ 
mar, 207, 251 Cologne, 121,135,197 Composition, 130 Confucius, 102 

Connoisseurs, 17, 334, 346, 348 Constable, 369-76, 382 Constantine, 
Emperor, 91 Constantinople, 97, 143 Copan, 29 Copley, 363-4 Cor¬ 
inthian order, 73 Correggio, 245-8, 290, 330 
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348, 427 Courbet, 383-5 Cracow, 201 Cranach, 260 Crete, 42, 49, 272 
Crusades, 128, 150 Cubism, 418, 429-36 Czechoslovakia {see 
Bohemia) 

460 D 

Dali, 442-3 

Dante, 155 

Dark Ages, 109-10,445 
Daumier, 402 
David, 364-5, 381 
Decorated style, 150 
Degas, 397-9 

Delacroix, 381-2, 385 416, 448 
Delphi, 59 

Dessau, Bauhaus, 420-1, 437, 

439 Dietzenhofer, 338 Dijon, 168 Disney, 9 Donatello, 165-8 Donor's 
portraits, 157, 240, 

243> 277 'Doodles', 25, 27, 434, 439 Doric order, 50, 359 Duccio, 154 
Dura-Europos, 86 Durer, 5, 251-7, 264, 447 Durham Cathedral, 123 
Dutch art, 262-4, 309-24,411- 

15 {see also Netherlands j Dydc (see Vandyke) 
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Earls Banon, 109 
Early Christian art, 88-96 
Early EtigUsh, 150 
Eclectic, 291 

Egyptian an, 33-45, 49, 85-6 

'Egyptian methods', 36, 48, 52-54, 58, 60, 63-4, 70, 78, 85, 96, 115, 
128,147, 386, 422. 432 

El Amama, 42 

El Greco, 272-4 

Empire, 361 

England, 157, 277, 295, 302, 

393> 401 

English an, 109,111-13,116-20,123,125,137, 141-2, 148,150, 152. 157, 
196, 279, 343-53> 357-62, 366-75, 377-8, 384-5, 403-4, 430, 438-9 

Engraving, 204 

Entablature, 50-1 

Erasmus of Rotterdam, 277 

Etching, 318 




Eugene, Prince of Savoy, 337 
Exeter Cathedral, 150 
Exhibitions, 362, 376, 387 
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'Expression', 380 
Expressionism, 423 
Expressionist art, 418, 423-8 
Eyck (_see Van Eyck) 

Fan-vault, 196 Fauies, 431, 440 Feininger, 437 Fiesole, 181 
Index and Glossary 

Flamboyant style, 196 Flemish art, 261 280-3, 296- 

305 (see also Burgundian an) Florence, 144,152,154,162-7, 

179-82,197, 210, 215, 222, 

229, 290, 385 Or San Michele, 165 San Marco, 181 Pazzi Chapel, 163, 
289 Medici Palace, 197 Rucellai Palace, 180 Flying Buttress, 132 Fore¬ 
shortening, 53-4 Fouquet, 199 Fragonard, 356 France, 23, 215, 268, 
269, 364, 

381, 440-1 French an, 114-15,120,123-5, 

131-7,151-2,196,199- 250, 


283-4, 294-5, 335-6, 340-2, 




353-6, 361, 364-5, 381-4, 
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385-400, 405-18, 429-36, 

439-40 French Revolution, 364, 377, 

381, 419 Fresco, 144 Freud, 442 Friedrich, 375 Frieze, 61 Frith, 388 
Froissart, 183 Functionalism, 421 

Gainsborough, 17, 350-3, 373, 

374 Gandhara, 84-6 Gauguin, 415-18, 422, 431, 

439-40 Gaulli, 329-31 Geneva, 175 Genoa, 296, 302 Genre, 280 Genre 
painting, 77,152,198-9, 

280, 312, 319, 324, 354, 382, 

393. 441 Geometric style, 50 George III of England, 364 Gericault, 
10-11 Germany, 155, 428, 437 German an, 113,114,116,118, 

119,121,128-30,135,137-41. 

197, 201-8, 251-61, 274-8, 

336, 338, 375-6, 420-1, 427 Ghent, 170 Ghezzi, 334 Ghibeni, 180-1 
Ghirlandajo, 220-1, 223 Giacometti, 436 Giorgione, 239-41 Giotto, 
144-8,152-4,155,161, 

162 Gizeh, 33 Gloucester, 125 Goes, Hugo van der, 201 Gogh (jee Van 
Gogh) Gossaen (see Mabuse) Gothic, 162, 288 

Gothic art, 131-60,170,175,180,183,192,195-208, 250 




Gothic revival, 358-9, 361378 

Goths, 110,162 

Goujon, 283 

Goya, 365-8 

Goyen, 312-13 

Gozzoh, 184-6,197 

Granada, 99 

Greco, 272-4 

Greece, 42 

Greek an, 49-78 (see also Classical an and Byzantine an) 

Greek revival, 359-61 

Gregory the Great, 92 

Gropius, 420 

Griinewald, ’ 17-9 

Guardi, 333-4 

Gutenberg, 204 
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Haarlem, 310, 320 
Hagesandros, 75 
Haida, 28-9 
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Hals, 310-11, 388 
Havre, Le, 391 
Hegeso, 64 

Hellenistic art, 73-8,144 
Heru7 III of England, 142 
Henry VIII of England, 277 
Herculaneum, 76 
Henogenbosch, 262 
Hidenobu, 108 
Hildebrandt, 337-8 
Hildesheim, 116 
Hillyarde, 279 
History painting, 349, 363 
Hodler, 430 




Hoganh, 346-8, 361 
Hokusai, 396-7 
Holbein, 274-9 
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Holland, 274, 309, 411, 437 
(see also Dutch art and 

Netherlands) Homer, 50 Honduras, 29 Hooch de, 6 Houdon, 354-5 
Hungary, 251 

I 

Ice Age, 23 

Icons, 98 

Iconoclasts, 97-8 

Ideahzing, 70, 235-6, 294, 384, 

427 Iktinus, 55 Images, ban on, 92, 97, 99-101, 

274 Impressionism, 391 Impressionist an, 389-402, 

404-6, 413,417,422 Incas, 30 India, 84, 86 

Industrial Revolution, 377, 403 International style, 157-8, 165, 

170 Ionic order, 68 Ireland, in, 113 Islamic art, 99-101 Italy, 199, 208, 
250, 256, 294-6, 




306, 308 Italian art, 142-8,152-5, i6o-8, 
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177-94. 209-48, 265-72, 

287-94- 318, 325-34- 339- 
346, 348, 384 

Japanese art, 108, 396-7,412, 

416, 430 Jefferson, 359 Jeremiah, 55 Jesuits, 288 Jewish art, 86-8 
Joan of Evreux, 151 Johnson, Dr., 353 Julius II, Pope, 211, 222, 227, 

233 Junius Bassus, 88 

K 

Kalf, 323 

Kandinsky, 428, 437 Kao K'o-kung, 107 Kent, 345-6 Klee, 439, 442, 
448 Kokoschka, 427-8 Ku K'ai-chi, 102 

Landscape painting, 77,106-8,176, 261, 295, 313, 320, 352- 

3. 369-76, 392, 409- 4H- 430. 441 

Laocoon, 73 Lascaux, 19 Leonardo da Vinci, 212-20, 

230, 265, 266, 447 Levau, 335 Leyden, 313 Liege, 125, 127 Limbourg 
brothers, 158, 170 Lindisfame Gospel, in-12 Lippo Memmi, 154 Liu 
Ts’ai, 107 Lochner, 197 


London, 343-4. 359. 362, 393, 401 
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Chiswick House, 345 
Kew Gardens, 359 
Parliament, Houses of, 377-8 

St. Paul's, 344 Lorrain, 295, 346, 373 Louis, St., 141 Louis, XIII, 300 
Louis XIV, 335, 342 Luther, 212, 251, 261 Luxembourg, 155 Lysippus, 
72 

Index and Glossary M 
Mabuse, 261-2 
Madrid, 306 

Magic, 20-8, 32, 34-5, 47-8, 

81, loi, 157, 220, 438 Mahommed, 101 Malone, 363 Manet, 385-9, 391, 
396 Mannerism, 266, 288 Mannerist art, 265-74, 279, 

283-4, 290 Mantegna, 185-6, 208, 251 Mantua, 177, 185, 296 Maoris, 
24-5 Marlborough, 345 Masaccio, 164-5, 380 Matisse, 431-2 Maximili¬ 
an, Emperor, 256 Mayas, 30 Ma Yiian, 106 Medici, 184, 194, 300 
Melk, 339-40 Melozzo da Forli, 6 Memling, 6 

Mesopotamia, 45-7, 55, 86, loi Metope, 51 Mexico, 30 Michelangelo, 
220-9, 230, 265- 

6, 348, 436 Middle Ages, 162 Milan, 215, 216 Millet, 382-3, 411 Mira- 
beau, 364 Modem art, 9,10, 272, 292 

419-45 Mogul, 101 Monet, 391-3 Montfort, Simon of, 139 Moore, 
Henry, 438-9 Morris, William, 403-4, 448 Munch, Edvard, 423-4 
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Napoleon, 361 

National Socialists, 420,427,441 
Naturalism, 292 
Naumburg Cathedral, 139 
Nave, 92 

Neo-classical, 234 ( A see also 

Greek revival) Neo-Gothic {see Gothic revival) Netherlands, 170,173, 
197-201, 

256, 261-4, 279-83, 296, 309 
{see also Dutch art, Flemish 

art) New Guinea, 27 New Zealand, 24 Nigeria, 25, 26, 30, 34 Nithardt 
{see Griinewald) Norman style, 120 Normans, 116-19 Northumbria, in 
Norwegian art, 423-4 Nuremberg, 201, 251 

o 

Oil-painting, 172 Olvmpia, 57-9 'Orders', 80 
461 

Padua, 144-6,185 Palestine, 45 Palladio, 265-7, 345. 358 Pans, 134, 
142,151, 335, 340, 362, 381,431, 432, 437, 440 
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Notre Dame, 133-4 Paris, Matthew, 141-2, 148 Parler, 155-6 Parma, 
245, 247 Parmigianino, 268-9 Pergamon, 73 Pericles, 55 

Perpendicular style, 196 Persian art, loi Perspective, 78,163-5,183, 

264, 410 Peru, 30-1 Perugino, 229-30 Petrarch, 155 Pheidias, 55-7 
Philip II of Spain, 263 Philip III of Spain, 300 Phihp rV of Spain, 306 
Photography, 10, 395-6 Picasso, 9-10, 426,432-5> 439, 

446 Picturesque, 313, 392 Piero della Francesca, 188-90 Pilaster, 163 
Pisa, 143 

Pisano Nicola, 143 PisaneUo, 160 Pissarro, 394-5, 448 Pie in-air, 3S8 
Pointillisme, 413 Poland, 201 PoUaiuolo, 190-1 Polydoros, 75 Polyne¬ 
sia, 25 Pommersfelden, 338 Pompeii, 77-9 Pope, 346 Porta, 289 Por¬ 
traiture, 34, 60, 71-2, 81-2, 

86, 90,141,155,157.1~3. 

218, 220, 279. 305. 310-11. 

315 - 346 , 349 - 52 , 354, 365, 

399, 427. 436 Posters, 5, 421, 430 Post-Impressionism, 430 Poussin, 
294 - 5 , 381, 405 Prague, 155-6 Prandtauer, 339 Praxiteles, 69-71 Pre- 
RaphaeUte painting, 197, 

384-5, 401, 416 Primtive art, 20-32, 421-2, 

432, 440 {see also 'Egyptian 

methods') Primitivist art, 416,418,439-41 Printing, 203 Protestantism, 
274, 300, 309- 




io. 311 . 343 - 344 - 346 Pugin, 378 
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Rainaldi, 325 

Raphael, 15-16, 229-36, 254, 265, 290, 293, 348, 381, 384, 

427 Ratisbon, 261 Ravenna, 91, 113 Realism, 383-4 Red Indians, 28-9 
Reformation, 212, 251, 274, 

277, 279, 288, 326 Regency style, 359 Rembrandt, 8-9,18, 313-19, 

380 Renaissance, 160-1, 287 

High, 210, 212 Renaissance art, 160-8,177-94, 

209-83 Reni, 6-7, 293-4, 35 A Renoir, 393-4 Reynolds, 17, 348-53, 358, 

361, 373,448 Ribs, 123, 132 Richard II, 157 Robespierre, 364 Robusti 
{see Tintoretto) Rococo, 341, 353, 359 Rodin, 399-400 Rogiervander 
Weyden, 199-200 Roman art, 79-85 {see also 

Classical art) Romanesque, 120 Romanesque art, 119-30 Romantic 
movement, 364, 369, 

373 - 375 , 38i-2> 442 Rome, 12, 79-80, 89, 162, 199, 215, 222, 233, 
288-9, 290-2, 293, 294, 295, 296,306, 325, 

329 

Colosseum, 79,180 
Farnesina, 234-5 




Gesu, 287-9 
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Pantheon, 80-1, 212, 236 
Priscilla Catacomb, 88 
Sistine Chapel, 223-7 
St. Peter's, 212 
Sta Agnese, 325-7 
Sta Maria della Vittoria, 329 

Trajan’s column, 82 Rossetti, 384-5 Rouen, 196 Rousseau, 440 

Rubens, 5, 296-303, 306, 341 RufiUus, 118 Ruisdael, 320, 323 Ruskin, 
197, 401-2, 403-4,448 Russia, 98, 428, 440, 441 Russian icons, 98 

Index and Glossary 

Salon, 387, 391, 400 Sansovino, 237-8 Santi {see Raphael) Saxony, 
261 Saxon period, 119 Schongauer, 207-8, 251 Schools of art, 68, 179 
Schubert, 375 Seurat, 430 Sfumato, 219, 394 Shakespeare, 215, 279, 
280, 

.363 Side-aisles, 92 Sidney, 279 Siena, 154-5, 167 Simone Martini, 
154-5 Sixdeniers, 249 Sixtus IV, 223 Sluter, 168-70 Soane, 359 Sohier, 
250 Solomon, 127 Spain, 23, loi, 137, 272, 300, 

305, 33i> 336, 432, 442 Spanish art, 272-4, 305-8, 365- 

8, 432, 442 Spartans, 50 Steen, 319-20 
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Still Life painting, 77, 323, 409 Stoss, Veit, 201-3, 205 Strasbourg, 
137-8 Stuart court, 343 Sumeria, 45-7 Sunday painters, 441 Surreal¬ 
ism, 441-3 Susa, 46 

Switzerland, 251, 274 Swiss art, 175, 430, 436, 439 

Tahiti, 26, 416-17 

Tavernier, 198 

Tempera, 172 

Teutonic tribes, iio-11 

Theocritus, 77 

Theotocopoulos {see El Greco) 

Tiepolo, 331-3 
Tintoretto, 270-2 
Titian, 240-5, 248, 265, 270, 

306, 348 Toledo, 272 Totem, 23, 29 Toulouse-Lautrec, 430 Toumai 
Cathedral, 122 Tracery, 133 

Trajan, 82, 85 Transept, 120 Triglyph, 51 Tunnel vault, 123 Turner, 
369, 372-5, 393 Tuscan master, 7 Tutankhamen, 42 Twickenham, 
Strawberry Hill, 358 

U 

Uccello, 182-4 Ur, 45 Urbino, 229 Utamaro, 396-7 
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Vandyke, 302-5, 352 Van Eyck, 170-5 Van Gogh, 411-15, 418, 422-3 
Vaulting, 81,123,132,162,196 Vasari, 272, 448 Velazquez, 306-8, 388 
Venice, 143, 151, 212, 237-45, 256, 270-2, 290, 331-4 Library, 237 Ver¬ 
meer, 322-4, 380 Veronese, 248 Versailles, 335-6 Vienna Belvedere, 
337-8 Vikings, iio-ii Vlieger, 312,333 

w 

Wallot, 249 

Walpole, 358 

Washington, 359 

Watteau, 340-2 

Whistler, 400-2, 430, 435,448 

Wilton diptych, 157-8 

Witz, 175-6 

Woodcut, 203 

Wright, 404, 448 

Zoffany, 356 Zuccari, 266, 284 
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